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The central objective of this document is the production of a scholarly performance 
edition of Franz Xaver Süssmayr's secular cantata, Der Retter in Gefahr (1796). The editing 
was accomplished through careful comparison of the manuscript full score, the manuscript 
orchestral and choral performing materials used in the first performances, and the published 
piano-vocal score used by choristers in post-premier performances. 
Franz Xaver Süssmayr, whose name is today remembered almost exclusively for his 
completion of Mozart's Requiem, was a popular and respected Viennese composer in his own 
right. His opera, Der Spiegel von Arkadien (1794), was performed throughout Europe, and 
was favorably compared with Mozart's Die Zauberflöte and Don Giovanni. Beethoven and 
Paganini both composed variations on his themes, and Haydn had copies of some Süssmayr 
works in his personal library. Today, with a few comparatively insignificant exceptions, his 
music is unpublished and unperformed. 
The document includes a brief biography of the composer, an account of the historical 
circumstances surrounding the composition and premiere of the work, a detailed description 
of the sources used with discussion of the editorial process, and information on the librettist 
and several performers known to have been involved in early performances. The edition itself 
is included in both full orchestral and piano-vocal formats, in order to encourage 
performance of this once-popular work. A bibliography and appendices containing an 
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CHAPTER 1: FRANZ XAVER SÜSSMAYR (1766-1803) 
 
Before his untimely death, Franz Xaver Süssmayr’s place among the pantheon of 
eighteenth-century Viennese composers appeared secure. His operas and ballets were 
popular, enthusiastically received by audiences in the opera houses and concert halls of 
Europe’s cultural centers. His sacred music would persist in Austrian churches for decades 
following his demise. However, in our own time Süssmayr is remembered, if he is 
remembered at all, as the much-maligned amanuensis who completed Mozart’s Requiem. 
Ironically, both his ascent into, and his virtual disappearance from, the enlightened circles of 
Viennese musical culture are inextricably tied to his sometime teacher and friend, Wolfgang 
Amadeus Mozart. 
Born in 1766, the son of an Austrian choirmaster, Süssmayr received his early 
musical training from his father. At age thirteen, he entered the monastery school at 
Kremsmünster where he received general musical instruction, including composition lessons 
from Maximilian Piessinger and Georg von Pasterwiz.1 During this time, he also sang and 
played violin and organ (to what extent there is no conclusive information) at the cathedral. 
Within a few years, he had composed “several operas that were performed in the monastery 
theatre.”2 Later, in that same decade, he moved to Vienna where he taught music and 
performed in the Hofburg Chapel choir (Hofkapelle) under Antonio Salieri, who directed that 
                                                
1 Nicholas Slonimsky, ed. Baker’s Biographical Dictionary of Musicians (New York: Schirmer, 2001), sv. 
“Süssmayr, Franz Xaver,” by Nicolas Slonimsky, Laura Kuhn, and Dennis McIntyre. 
2 Linda Tyler and Caryl Clark. “Süssmayr, Franz Xaver,” Grove Music Online, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/27151 (accessed April 6, 2010). 
 2 
organization from 1788 until 1824, and with whom he also studied composition.3 
Süssmayr’s association with the Mozart family started around 1790 when he 
began “occasional studies in composition” with Mozart.4 He assisted Mozart as a copyist and 
“almost certainly assisted him composing the secco recitative for La clemenza di Tito.”5 
Michael Freyhan postulates that Süssmayr may also have been involved in the completion of 
Die Zauberflöte, particularly the text underlay that made its way into Simrock’s first edition 
(1814), considered superior to that found in Mozart’s autograph score.6 While this remains 
speculative, it is plausible that the relationship between Süssmayr and the Mozarts was closer 
and friendlier than Süssmayr’s detractors, or Mozart partisans, might like to admit. 
Mozart died on December 5, 1791, and Süssmayr’s completion of the Requiem was 
delivered to Count Wallsegg approximately three months later, in February, 1792.7 When 
Süssmayr agreed to help Constanze Mozart collect the remainder of the commission, thereby 
providing desperately needed financial support for her two young children,8 he was also 
under pressure to finish an opera promised to Schickenader no later than May of 1792. This 
was his Moses oder der Auszug aus Ägypten (Moses and the Exodus from Egypt), premiered 
at the Theater auf der Wieden on May 4 of that year. Its stage life was brief, although it has 
been observed that, while it “did not succeed as an opera…it did achieve some success as a 
cantata.”9 Christoff Wolff notes that “in view of the haste in which he was forced to work, his 
                                                
3 Jane Schatkin Hettrick and John A. Rice, “Salieri, Antonio,” Grove Music Online,  
http://www.oxfordmusiconline.com/subscriber/article/grove/music/24378 (accessed April 6, 2010). 
4 Tyler, “Süssmayr, Franz Xaver,” Grove Music Online. 
5 Ibid. 
6 Michael Freyhan, “Toward the Original Text of Mozart’s ‘Die Zauberflöte,’” Journal of the American 
Musicological Society 39, no. 2 (Summer 1986): 378-380. 
7 Simon P. Keefe, “‘Die Ochsen am Berge’: Franz Xaver Süssmayr and the Orchestration of Mozart’s Requiem, 
K. 626,” Journal of the American Musicological Society 61, no. 1 (April 2008): 4. 
8 The youngest son, Franz Xaver Wolfgang Mozart (1791-1844), was only five months old at the time of his 
father’s death. 
9 Gary Smith, “Franz Xaver Sussmayr,” MozartForum, http://www.mozartforum.com/ 
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achievement is astonishing.”10 
Süssmayr enjoyed no financial profit from his labors to complete Mozart’s Requiem 
and, in fact, may have unwittingly destroyed his own reputation for posterity in the process. 
He has become, to quote Simon P. Keefe, “the doormat on which Mozartians wipe their feet 
as they enter the shrine to venerate the Requiem.”11 “In general,” he writes, “they are content 
to put Süssmayr in a no-win position: when the quality of the final movements of the 
Requiem is deemed high, they suggest that material by Mozart must have been involved; 
when the quality is deemed low, they register their disapproval for Süssmayr.”12 David 
Black, in a response to Keefe, states, “It is unlikely that Süssmayr’s works will ever 
overcome the notoriety of their composer and his contribution to K. 626.”13 
In spite of indications that Süssmayr’s role in completing the Requiem was known in 
Vienna as early as January 1793,14 the controversy that tarnished Süssmayr’s posthumous 
reputation erupted in 1825 when Gottfried Weber “began that famous, indeed notorious 
attack on the authenticity of Mozart’s Requiem.”15 Weber “endeavored to prove that the 
work could not be Mozart’s, as it abounded with faults which it was impossible such a writer 
could commit. Weber’s article stirred up a violent controversy, which lasted two or three 
years, and in which many leading musicians took part.”16 
                                                                                                                                                  
Contemporary%Pages/Sussmayr_Contemp.htm (accessed January 18, 2011).  
10 Christoff Wolff, Mozart’s Requiem: Historical and Analytical Studies, Documents, and Score, trans. Mary 
Whittall (Berkeley: University of California Press, 1993), 28. 
11 Keefe, “Die Ochsen am Berge,” 6-7. 
12  Ibid. 
13 Robert D. Levin et al., “Colloquy: Finishing Mozart's Requiem,” Journal of the American Musicological 
Society, 61, no. 3, (2008): 598. 
14 “Mozart’s and Süssmayr’s different contributions were fairly well known at the performance of the Requiem 
in Jahn’s Hall in Vienna on 2 January 1793, and the news traveled quickly to Munich and Prague, where at the 
first performance…no secret was made of the fact that the Sanctus was composed by Süssmayr’” [Keefe, “‘Die 
Ochsen am Berge,’” 11]. 
15 Friedrich Blume and Nathan Broder, “Requiem but No Peace,” The Musical Quarterly 47, no. 2 (April 1961): 
147. 
16 William Watson and C. B. Oldman, “An Astounding Forgery,” Music & Letters 8, no. 1 (January 1927): 64. 
 4 
In all of this, Süssmayr was portrayed as a scoundrel, even including his uncanny 
imitation of Mozart’s notational script that smacked, to the outraged illuminati, of scandalous 
forgery. In reality, perhaps their indignation also stemmed from having been so thoroughly 
taken in for the better part of a generation. 
Response to the Requiem from contemporaneous audiences argues against the later 
vitriol of Weber and others. In fact, the movements that were largely the work of Süssmayr 
elicited special praise. 
The report on the Paris Conservatoire performance in December 1804 recorded that 
the Lacrymosa, Sanctus, and Agnus Dei were three of the eight movements that had 
the “greatest effect” on the public; even better for Süssmayr, the Lacrymosa, 
Benedictus, and Agnus Dei were three among four that made the “deepest 
impression” at the Leipzig performance in…1806. And the Benedictus was the only 
portion of the Requiem performed at London concerts in the first decade of the 
nineteenth century, after the London premier of the entire work at…Covent Garden in 
1801.17 
 
As Süssmayr’s posthumous reputation suffered, performances of his music declined 
and finally came to a nearly complete halt by the end of the first quarter of the nineteenth 
century. This state of neglect has continued down to our own time. Indeed, it could be argued 
that these wounds, suffered at the hand of Weber and subsequent critics, proved fatal to the 
victim’s reputation. Chief among them is the double-edged assertion that Mozart took a very 
dim view of Süssmayr as a composer and did not count him as a friend. If true, this makes 
Süssmayr a shameless liar, as he claimed a close student/teacher relationship with Mozart. 
On the surface, this attack is buttressed by the indisputable fact that Mozart made degrading 
comments about Süssmayr, as seen in the excerpt below: 
In the series of letters from Mozart to Constanze during June and July [1791] he 
[Süssmayr] is often mentioned in a derogatory way (‘that idiotic fellow’, ‘rough 
companion’, ‘silly ass’, etc.). Constanze is often instructed to give ‘Snai’ (his 
                                                
17 Keefe, “Die Ochsen am Berge,” 12-13. 
 5 
nickname) several boxes on the ear. From these letters it is clear that … the invective 
hurled at him is very characteristic of Mozart, and not unaffectionate. If he had 
genuinely despised Süssmayr, he would hardly have wasted so much writing space on 
him.18 
 
On July 5, 1791, Mozart wrote to Constanze, “Süssmayr is to send me my manuscript of No. 
4 and 5  also everything else I wanted, and is to lick my arse for me.”19 Constanze recalled 
in a letter written in 1825, “I can still hear Mozart saying, as he often did to Süssmayr, ‘There 
you stand like a duck in a thunderstorm again – aren’t you ever going to understand?’”20 
It would be a mistake to assume that Mozart aimed to wound Süssmayr by such 
comments, as other examples reveal that he reserved such jibes for those he considered close 
friends. Constanze herself “described Süssmayr as Mozart’s ‘friend and pupil.’”21  It is well 
known that Süssmayr travelled to Prague with Wolfgang and Constanze in August 1791 
where, in all likelihood, Süssmayr assisted in the completion of La Clemenza di Tito (K. 621) 
by composing the secco recitatives so that Mozart could concentrate on more important 
things.22 
A reasonable argument can be made that Mozart would not have named his youngest 
son in honor of someone for whom he had no respect and affection. But an equally 
persuasive case can be made that young Franz Xaver might have been named in honor of 
Czech composer/pianist Franz Xaver Duschek (1731-1799) who, with his wife, the singer, 
Josepha (1754-1824), were good friends of the Mozarts.23 In actuality, as Daniel Leeson 
points out, the name “Franz Xaver” was common at the time.24 
                                                
18 Paul Moseley, “Mozart's Requiem: A Revaluation of the Evidence,” Journal of the Royal Musical 
Association 114, no. 2 (1989): 214. 
19 Richard Maunder, Mozart's Requiem: on Preparing a New Edition (Oxford: Clarendon Press, 1989), 19. 
20 Moseley, “Mozart’s Requiem,” 214. 
21 Maunder, “Mozart’s Requiem,” 19. 
22 Süssmayr and the Mozart’s arrived in Prague on Sunday, August 28. 
23 Paul Nettl, "Mozart And The Czechs," The Musical Quarterly XXVII, no. 3 (1941): 335. 
24 Daniel N. Leeson, Opus Ultimum: the Story of the Mozart Requiem (New York: Algora Pub., 2004), 46. 
 6 
A particularly sordid theory, advanced by Dieter Schickling and Alan Tyson, 
proposes that Süssmayr was actually the father of Constanze’s youngest child and that 
Mozart was fully aware of the situation.25 If true, combining the Christian names of her lover 
and her husband would be evidence of an abnormally dark sense of humor. This idea has 
come under attack,26 and appears the least believable of the theories. Leeson counters with 
yet another hypothesis that Süssmayr couldn’t be the father because he was homosexual, 
based on some obscure, even untranslatable, correspondence references and Mozart’s 
willingness to let Constanze travel with him unattended.27  
Given the likelihood that the Mozarts did count Süssmayr among their circle of 
friends, contrary to present-day claims by his detractors, I concur with Keefe’s call for a 
sympathetic reconsideration of Süssmayr’s account of the events surrounding his completion 
of the Requiem. Stanley Sadie stated it well in his rebuttal of Maunder’s harsh attacks on 
Süssmayr’s completion: “He must forgive me if I retain my obstinate preference for a version 
that originates in the Mozart circle in Vienna, and sounds like it, over one that originates in 
the late twentieth century, and sounds like it.”28 Robert Levin, who himself produced an 
alternate completion of the work, writes, “Süssmayr’s historical position guarantees him a 
unique perspective, and no other version of the Requiem can be understood except through 
what he attempted. This is reason enough to appreciate his work.”29 
Mozart’s own estimation of Süssmayr’s skills as a composer is also hotly debated. 
Once one cuts through the veil of derogatory jibes, there is evidence that Mozart and other 
                                                
25 H. C. Robbins Landon, 1791, Mozart's Last Year (New York: Schirmer Books, 1988), 199. 
26 Volkmar Braunbehrens, “Cherubino in Mannheim,” Apropos Mozart, http://www.aproposmozart.com/ 
(accessed January 18, 2011), 
27 Leeson, 40. 
28 Richard Maunder, Stanley Sadie, and Giovanni Da Pozzo, "Communications," Notes 47, no. 2 (1990): 587. 
29 Levin, “Colloquy,” 588. 
 7 
esteemed musicians in Vienna considered Süssmayr to be a composer of substance. Take, for 
instance, a quote from a letter Mozart wrote to Constanze while she was in Baden with 
Süssmayr seeking relief from circulation problems in her legs. Immediately after calling him 
a “full-blown ass,” Mozart writes, “Do urge Süssmayr to write something for [Anton] 
Stadler, for he has begged me very earnestly to see to this.”30 
Other notable Viennese musicians honored Süssmayr by borrowing from his 
compositions, a testament to his considerable melodic gifts. Beethoven composed a set of 
eight variations on the trio, “Tändeln und Scherzen,” from Süssmayr’s opera, Solimann der 
Zweite (1799), and Paganini wrote three variations for violin and orchestra, Le streghe, Op. 
8, based on an oboe passage from Süssmayr’s ballet Il noce di Benevento (1802). 
The Requiem was not the only work of Mozart to be completed by Süssmayr. In April 
of 1792, he orchestrated, from the composer’s unfinished draft, the horn Concerto in D (K. 
412) that Mozart had begun for his friend, Joseph Leutgeb (1732-1811). Interestingly, the 
incomplete sketches left by Mozart contain numerous ribald performance directions from 
Mozart to Leutgeb, a close friend, confirming that Mozart’s teasing abuse was a sign of 
attachment, not disdain. 
Following the completion of the Requiem and until his untimely death in 1803, 
Süssmayr experienced considerable success as a stage composer. He developed a close 
friendship with Salieri, with whom he studied after Mozart’s death. Salieri, renowned as a 
teacher of singing, may have helped him refine his skills in writing for the voice, thereby 
contributing to his success as an operatic composer. 
Süssmayr enjoyed stellar success with, Der Spiegel von Arkadien (The Mirror of 
                                                
30 Michael Freyhan, Liner Notes, Tausch, Double Clarinet Concertos, Opp 26, 27; Süssmayr, Concerto 
Movement in D, Leopold Hager (conductor), Helios CDH55188, 1991, compact disc. 
 8 
Arcadia), an opera in two acts on a libretto by Schikaneder, who also commissioned the 
work.  
At the high point of Der Spiegel von Arkadien there were not a few music experts 
who even ventured a comparison with Mozart and very generally placed it side by 
side with Don Giovanni, as the successor to The Magic Flute…. Composed in Vienna 
in 1794 and premiered there at the Theater auf der Wieden on November 14, the work 
quickly witnessed further performances in Prague, Weimar, Munich, Salzburg, Paris, 
and other major music centers.31 
 
Der Spiegel received 26 performances at the Theater auf der Wieden (Schikaneder’s theater) 
in its first month alone, of which 17 were completely sold out in advance. By 1804, one year 
after the composer's death, that same theater had logged 113 performances, making The 
Mirror of Arcadia “one of the greatest box-office successes of the era.”32 The exceptional 
appeal of the opera kept it in Austrian and German theatres until the mid-nineteenth 
century.33  
Contemporary newspaper reports were effusive in their praise. The Wiener Zeitung 
wrote of the public response to the opera, “The boxes are always booked for 8 days and 
everyone drives and runs toward the Wiedener theater. This is proof that 
Vienna’s audience surely appreciates true contributions. And one can justly say: that this 
opera is the only of its kind.”34 The report concludes with the highest praise that could be 
accorded any Viennese composer of the day: “The immortalized Mozart himself would not 
have written more fitting music had he been in Herr Süssmayr’s place.” Following the 1795 
Prague premiere in an Italian translation, the Allgemeines Europäisches Journal “set the 
                                                
31 Dieter Klocker, Liner notes for Franz Xaver Süßmayr: Der Spiegel von Arkadien, trans. Susan Marie Praeder, 
performed by Consortium Classicum, MDG 301 1380-2, 2006. Compact disc. 
32 Thomas Bauman, ed. Franz Xaver Süßmayr, Der Spiegel Von Arkadien (New York: Garland, 1986), 1. 
33 Klocker, “Der Spiegel von Arkadien.” 
34 Henry H. Hausner, Franz Xaver Süssmayr (Wien: Bergland, 1964), 72. 
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opera on a par with Die Zauberflöte.”35 Joseph Richter humorously wrote in his Eipeldauer 
Briefen that he didn’t need a ticket, “for already one hears the songs from it in every street, 
and in a few days the tavern musicians will be playing the whole opera to their brethren for a 
single Kreutzer.”36 
 This success, along with the influence of his friend and teacher, Salieri, was likely 
responsible for earning Süssmayr’s appointment as the Music Director at the newly 
established National-Singspiel Theater in Vienna, a post that he held from the debut 
performance on May 11, 1795 until his death.37  
Also, from this period of popular success comes the focus of this document, his 
patriotic cantata, Der Retter in Gefahr (1796) on a libretto by Johann Rautenstrauch, the 
particulars of which are discussed in Chapter Two. 
 The Wiener Zeitung published the following ode to Süssmayr: 
When Mozart died, the genius of the German Singspiel 
wrapped himself in a shroud of mourning. 
Then your strings rang out, and the Singspiel breathes,  
Filled with life again, 
And with hope that you will be Mozart’s replacement for him.38 
 
History has not fulfilled that hope for Süssmayr. His obscurity has become almost complete 
with the exception of his controversial work on the Requiem. The only known portrait of 
Süssmayr, as Kapellmeister of the National Singspiel theater, appears to have been destroyed 
during World War II, so we do not even know what he looked like. 39 
The details of Süssmayr’s last days are sketchy and bear a striking resemblance to 
                                                
35 Bauman, 2. 
36 Ibid., 4. 
37 John A. Rice, Antonio Salieri and Viennese Opera (Chicago: University of Chicago Press, 1998), 562. Rice’s 
date of Süssmayr’s appointment to the post is disputed in the biographical article in the Grove Dictionary of 
Music and Musicians, where the date “May 1794” is used. Duda dates it to July 9, 1794 but provides no source. 
38 Hausner, 78. 
39 Gary Smith, “Franz Xaver Süssmayr,” Mozart Forum, http://www.mozartforum.com/ Contemporary 
Pages/Süssmayr_Contemp.htm (accessed March 22, 2011). 
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those of Mozart. The official Viennese Magistrat references Süssmayr’s death in 
administrative tone: “On the 17th of September, Süssmayr Hr. Franz, Kapellmeister at the 
Imperial Royal Court Theater, single, born in Schwanenstadt in Upper Austria, residing in 
House No. 1269 on the Wasserkunstbastei, of Lungensucht [pulmonary consumption], 37 
years.”40 
H. C. Robbins Landon noted his death only in passing, while describing the musical 
goings-on in Vienna during the fall of 1803: “On 17 September, Franz Xaver Süssmayer [sic] 
died of consumption, in Vienna.”41 That this promising composer who moved in the 
enlightened musical circles of Vienna for years passed from the stage at the age of 37 in such 
an unremarkable way is remarkable in itself.  
In contrast to Mozart, it appears that Süssmayr’s creative spark began to ebb in the 
last months of his life. In spite of the success of his ballet, Il noce di Benevento (The Walnut 
Tree of Benevento) in 1802, a work that remained in the repertoire of German and Italian 
theaters until around 1835,42 he was reduced to begging for a performance of his last opera, 
List und Zufall (Cunning and Chance).43 His hopes of marriage were dashed by his final 
illness, and he died at his lodgings attended by his older sister, Mary Anna, who had moved 
in to help with the housekeeping.44 (While the 1908 Grove edition states that Prince 
Esterhazy purchased all of his manuscripts from Süssmayr’s “widow,” it apparently was 
from his sister that they were purchased instead.) In a final, ironic parallel, Süssmayr was 
buried in a pauper’s grave in the same cemetery, St. Marx, as Mozart. 
                                                
40 Vienna, Magistrat, Totenbeschauprotokoll 1803, “S,” folio 119 recto, 17th of September (Wiener Stadt- und 
Landesarchiv); translated and quoted in Carol P. Albrecht, Music in Public Life: Viennese Reports from the 
Allgemeine musikalische Zeitung, 1798-1804 (PhD Diss., Kent State University, 2008), 176. 
41 Howard C. Robbins Landon, Haydn: The Late Years, vol. 5 of Haydn: Chronicles and Works (Bloomington: 
Indiana University Press, 1977): 268. 
42 Tyler, “Süssmayr, Franz Xaver,” Grove Music Online. 
43 Smith, “Franz Xaver Süssmayr,” Mozart Forum (accessed March 31, 2010). 
44 Ibid. 
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On January 10, 1805, the bulk of Süssmayr’s manuscripts were sold to the Prince 
Esterhazy from Eisenstadt for 400 Gulden, 22 Kreutzern. In 1949 these holdings were 
confiscated from the family by the Communist government, later to be placed in the National 






                                                




CHAPTER 2: THE PREMIERE AND A SURVEY OF THE WORK 
 
The Premiere 
 H. C. Robbins Landon, in his monumental work on the life of Haydn, paints the 
political backdrop against which Der Retter in Gefahr entered the Viennese scene. Napoleon 
was on the march, having been appointed Commander-in-Chief of the French army in Italy 
on March 2, 1796. “Napoleon started his campaign on 12 April and won one smashing 
victory after another: Montenotte, Dego, Millesimo, and Mondovi. He defeated the Austrian 
army, separated it from its allies, the Sardinian army, and started to March [sic] on Turin.”46 
 Landon continues, 
While Haydn was at Eisenstadt, war fever gripped Vienna…. The Viennese 
Volunteer Corps (Wiener Freywilligen-Korps) was now mobilized, and money for it 
raised by concerts which included a new patriotic Cantata by Rautenstrauch entitled 
Der Retter in Gefahr [The Savior in Distress], music by Mozart’s pupil Franz Xaver 
Süssmayer, and Haydn’s ‘Surprise’ Symphony (‘Symphonie mit dem Paukenschlag’). 
The Wiener Zeitung of 24 September informs us: 
On Wednesday the 21st inst., was repeated, at the general request, the well-
known Cantata, Der Retter in Gefahr, in the Imperial-Royal large 
Redoutensaal, for the benefit of the Viennese Volunteers, and once again 
received with the unanimous and most fervent satisfaction. The Symphony by 
Hr. Joseph Haiden [sic], with which this Academy was opened on the 19th 
inst., also served to begin this time….47 
 
Süssmayr’s cantata continued to be paired with Haydn’s “Surprise” Symphony in 
subsequent performances, with the popular symphony serving as a prelude to the central 
featured work, Der Retter in Gefahr, a programming structure common at the time. Viennese 
                                                
46 Howard C. Robbins Landon, Haydn: The Years of ‘The Creation’ 1796-1800, vol. 4 of Haydn: Chronicle and 
Works (Bloomington: Indiana University Press, 1977), 110. 
47 Ibid., 111. 
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concerts “almost invariably…opened with a symphony or overture…, which signaled that the 
concert had actually begun and gave the audience a chance to quiet down.”48 One might hope 
that the esteem in which Haydn was held by the Viennese public might have saved his 
Symphony from the fate described by a critic bemoaning the prevailing Viennese concert 
etiquette: “First a quartet or a symphony, which basically is viewed as a necessary evil (you 
do have to start with something!) and therefore to be talked through.”49 However, we read 
that on a similar occasion even Haydn was subjected to this treatment: “The concert opened 
with a Haydn symphony which, as usual with the opening pieces of concerts, was only half 
heard.”50 
Landon goes on to recount that Der Retter in Gefahr was repeated on October 4 and 
November 15 and that the performances spread by popular demand to Wiener Neustadt (a 
city south of Vienna). The concert first held there on October 15 was repeated on October 29 
to celebrate the Empress’s name-day.  
Henry Hausner’s description of the premiere provides additional information: 
Süßmayr achieved a sensational success in 1796 with his patriotic cantata, “Der 
Retter in Gefahr,” which he composed on a text by Johann Rautenstrauch. He really 
had success on success…. It was performed at the invitation of the Emperor 
Franz…by the German opera company [Deutschen Operngesellschaft] and orchestra 
of the Court Theater [Orchester des Hoftheater].51 
 
He continues, quoting from Joseph Richter’s Eipeldauer Briefen: 
 
If the composer [Süssmayr] were my mortal enemy, I would still have to admit that 
I’ve never in my life heard more beautiful music. The whole room has been 
illuminated by many hundred lights, paid for by a wealthy, patriotic man. Over 3,000 
people attended.52 
                                                
48 Mary Sue Morrow, Concert Life in Haydn's Vienna: Aspects of a Developing Musical and Social Institution 
(Stuyvesant, NY: Pendragon Press, 1989), 144. 
49 AmZ, October 22, 1800, col. 65 (V/3), quoted in Morrow, 143. 
50 AmZ, May 29, 1805, col. 570. (V/4), quoted in Morrow, 143. 




With seating for approximately 700 it is unlikely, even impossible, that over 3,000 people 
attended the premiere. Richter was either engaging in hyperbole or perhaps he meant that 
over 3,000 attended the series of performances. Erich Duda opts for the former, stating that 
“even if the Große Redoutensaal had seats [for] only about 700 persons, at the performance 
of Der Retter in Gefahr there [were] more persons, but likely not 3,000.”53 
Richter next turns to a description of the cantata’s overture: 
When the overture finally began, the room came alive! The overture gave a 
representation of a terrible siege. One could hear canons booming, guns cracking, 
shells whistling through the air; all represented so naturally by the music that you’d 
think the French were standing before the city gates!54 
 
 The impact on the Viennese audience is perhaps best summed up by another quote 
from the Eipeldauer Breifen. “In the final chorus, with which all sang along, the enthusiasm 
grew so powerful that some climbed on their seats, waving their hats, crying, “Long live the 
Emperor!”55  
 
What’s In a Name 
 The names for the characters in Der Retter in Gefahr were chosen by the librettist, 
Johann Rautenstrauch, and were published in the libretto. While the men’s roles are 
anonymous in nature (“A Young Man” and “The Second Young Man”), the three sopranos 
are assigned names laden with significance to the contemporary audience. “Genius des 
Vaterlandes” (Genius of the Nation), or “Genius,” likely represents the intelligentsia and 
aristocratic class. “Deutsche Frau” (German Woman), or “Ein Deutsch,” probably embodies 
the solid working class of the cities; and “Landmädchen” (Country Girl) takes the part of the 
                                                
53 Erich Duda, “Der Retter in Gefahr,” e-mail message to author, April 16, 2011. 
54 Hausner, 85. 
55 Ibid. 
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common folk who work the land. Peter Hoyt postulates that one of the challenges facing the 
Austrian government in preparing to defend against foreign aggression would have been 
bringing together the disparate parts of a stratified society.56 Presenting all three classes 
singing off the same page of music, so to speak, would help to accomplish that necessary 
goal. While Rautenstrauch offers no explanation of his character’s names in the libretto, none 
would likely have been necessary at the time. 
 
Some Assembly Required 
 Der Retter in Gefahr was not composed in a sudden rush of creative fervor. In fact, 
only six of the fifteen movements were newly composed for the 1796 premiere: 
No. 1, the substantial overture and the opening chorus which flows from it; 
Nos. 4 and 5, the recitative and aria for baritone with men’s chorus; 
Nos. 10 and 11, the aria and recitative for tenor; 
No. 14, the recitative leading into the Schlusschor. 
 The rest of the work was adapted from previously composed material. In the remainder of 
this chapter I will trace the lineage of each movement and point out important structural 
features. 
To place the assemblage of the cantata into chronological order, we must begin at the 
end, with the Schlusschor, composed in 1794 on a text by Franz Niemetschek (František Petr 
Němeček)57 as a birthday song for Francis II, the last Emperor of the Holy Roman Empire.58 
Duda relates: 
                                                
56 Peter Hoyt, e-mail message to author, August 06, 2010. 
57 I. Kecskeméti, “Süssmayr-Handschriften in Der Nationalbibliothek Széchényi, Budapest (Mitteilung II),” 
Studia Musicologica Academiae Scientiarum Hungaricae 8, no. 1/4 (1966): 332. 
58 Francis II ruled in this capacity from 1792 until the Empire was dissolved in 1806. 
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On the occasion of the performance of this song in the presence of Her Royal 
Highness, the Archduchess Maria Anna Ferdinanda, Süßmayr was honored by a 
speech from the Rector of Prague University, Aegid[i]us Chladek,59 and the 
Archduchess handed him a gold box.60 
 
Süssmayr used this same music as the Schlusschor for a one act political opera, Die 
Freiwilligen: Ein Gemälde der Zeit61 (The Volunteers: A Painting of the Time), that 
premiered in the Kuarntnertheater at Vienna on September 27, 1796, a mere eight days after 
Der Retter in Gefahr. Henry Hausner asserts that a gold box was presented following that 
performance as well: 
Each attendee is given a copy of the final chorus, so that the people can sing some 
verses. Süssmayr conducted this performance and the people cheered him. Kaiser 
Franz called the composer to his box and handed him, in the presence of the Empress, 
a gold box. It was the greatest honor the Süssmayr had ever been given. How must he 
have felt at that time, the quiet son of Schwanenstadt?62 
 
Whether there were two gold boxes or one is debatable, but the music that prompted 
the reward is the same in both accounts. With or without gold boxes, Süssmayr used the 
catchy tune repeatedly in his compositional output during 1794 and 1796. After its rewarding 
advent as a birthday song he reissued it almost immediately that same year in form of a 








                                                
59 (1743-1806). 
60 Erich Duda, Das Musikalische Werk Franz Xaver Süssmayrs: Thematisches Werkverzeichnis (SmWV) Mit 
Ausführlichen Quellenangaben Und Skizzen Der Wasserzeichen, trans. Mark Nabholz (Kassel: Bärenreiter, 
2000), 198. 
61 On a libretto by Johann Gottlieb Stephanie the Younger (1741-1800), who also was librettist for Mozart’s Die 
Entführung aus dem Serail (1782). 
62 Henry H. Hausner, Franz Xaver Süssmayr, trans. Mark Nabholz (Wien: Bergland, 1964), 85. 
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Fig. 2.1. Uses of SmWV 32163 
 
1794 Prague Feyer-Lied zum Geburtstag seiner Majestät SmWV 321 
1794 Prague Nationallied der Böhmen  SmWV 322 
1794 Prague Tantum Ergo SmWV 120 
1794 Prague Fronleichnams-Stationen (Corpus Christi Stations) SmWV 126 
1796 Vienna  Schlusschor, Der Retter in Gefahr SmWV 302 
1796 Vienna Schlusschor, Die Freiwilligen SmWV 310 
 
It should be noted that such recycling was quite common at the time. A parallel 
example is Haydn’s familiar national hymn, Gott erhalte Franz den Kaiser (God Save 
Emperor Franz), written for the Emperor’s birthday in 1797 and then reworked by the 
composer at least three times. One noteworthy example is his use of it as the thematic basis 
for his string quartet Op. 76, No. 3, the “Emperor.” It is today the tune for the German 
National Anthem, Deutschland, Deutschland, über alles (Germany, Germany, over all), and 
prominently figures in most Christian hymnbooks under the name “Austrian Hymn.”  
 A published version of the Schlusschor from Der Retter in Gefahr with a keyboard 
reduction of the orchestral parts is inserted into the manuscript of the work, the only 
representation of the Schlusschor to be found in the full score. It contains just the first of the 
seven verses, with the performance marked out in the following pattern: 
A “A4” (4 measures) “May our alliance be firmly bound; God of fate, hear us;” 
B “Solo” (T/B, 8 measures) “Let us be faithful comrades in arms, and fight undauntedly 
for our homeland’s rest!” 
C “A4” (4 measures) “May our alliance be firmly bound; God of fate, hear us;” 
A’  “Volk” (6 measures) “May our alliance be firmly bound; God of fate, hear us.” 
It is reasonable to assume that the “A4” indicates the Chorus and the “Volk” as an 
                                                
63 Compiled from Duda, Das Musikalische Werk. 
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invitation to the audience to join on the last phrase of each verse, just as they reportedly did 
with the same music a week later in Die Freiwilligen. It is also reasonable to speculate that 
the published single-page copy that survives in the full score is in fact one of the copies 
distributed to the audience. 
Süssmayr’s recycling was not limited to the Schlusschor. All three of the soprano 
recitatives and arias were interpolated from an earlier cantata, dating from December 1795. 
The “Carolina” Cantata, SmWV301, was written to celebrate the birth of the Archduchess 
Carolina and some recent Austrian military victories.64 Composed on an Italian libretto by a 
Count Giovanni Arrivabene,65 it was performed again in 1796 at the monastery in 
Kremsmünster, with a new text to celebrate the Abbott’s 80th birthday.66 The piece calls for 
three soprano soloists (“Fama,” “Pastorella,” and “Pallade”) and an orchestra of 1 flute, 2 
oboes, 2 English horns, 2 bassoons, and 2 horns, with strings. Each soprano sings a recitative 
and aria, and the work concludes with the soloists combined in a recitative and trio.  
In their new context, the names of the soprano characters were changed. “Fama” 
became “Genius,” “Pastorella” became “Landmädchen,” and “Pallade” became “Deutsche 
Frau.” Fig. 2.2 illustrates how the music of the “Carolina” Cantata was assimilated into the 






                                                
64 From the manuscript cover page: “Per la nascita d’una Seconda Reale Arciduchessa // Nella fausta 
circostanza // di piu vittorie // riportate dale Armi Austriache.” 
65 Not to be confused with the aristocrat of the same name (1787-1881) who would have been eight years old at 
the time of this cantata’s composition. 









 In her excellent book, Concert Life in Haydn’s Vienna, Mary Sue Morrow points out 
that candles could not be dimmed to alert the audience that the program was about to begin. 
Nor was there a dramatic entrance of a baton-wielding conductor. She notes that “The 
symphony’s function as a concert-opener naturally influenced style to a certain extent – loud 
opening chords get attention better than a quiet melody.”67 Not only was the second 
movement of the opening Symphony punctuated by loud chords, but Süssmayr built the same 
feature into the opening section of the cantata with 25 measures of introductory material in 
the key of C that reappears nowhere else in the work, punctuated with four loud, long chords, 








                                                
67 Morrow, Concert Life in Haydn's Vienna, 142. 
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Following those introductory measures, we see the first appearance of a recurring 
theme in the minor mode, shown in Figure 2.4. 
Fig. 2.4. No. 1, Theme “A” 
 
 
Upon the conclusion of this “A” theme, a jaunty military march breaks out, also 
music that recurs nowhere else in the work. This march became so popular that it was 
excerpted and frequently performed as a stand-alone piece under the title “March for the 
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Fig. 2.5. No. 1, March 
 
 
An extended trumpet fanfare bridges back to the “A” material, following which the 
choir enters with the “A” theme serving as an accompaniment figure and unifying factor, as 
seen in Figure 2.6. 
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No. 1 concludes on the dominant, resolving to the home key of C Major at the start of 
the interpolated recitative that follows. It is worth noting that the recitative, No. 2, has an 
unusually lengthy orchestral introduction of 41 measures because in the “Carolina” Cantata 
those bars served as an introduction to that earlier work. 
 
A Problem of Interpolation 
 For the most part, the borrowed material from the “Carolina” Cantata transferred 
quite smoothly into the new work, with the original Italian text crossed out and the new 
German text inserted. However, the first aria, No. 3, presented some textual problems that 
required a significant cut, as illustrated by the excerpts below. The lack of a 
contemporaneous explanation makes assertions speculative, but it may be that sustaining the 
word “Kam–” through the coloratura, with a phrase closure on “pf” was viewed as 
unattractive. The cut sections in the full manuscript and in the orchestral parts are covered 
with blotter paper, indicating that the cuts were made after the parts were copied for 
performance. The engraved piano-vocal score, published in Vienna before the end of 1796, 
also includes the cut material, suggesting that it may have been in production using the uncut 
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score. It is important to note that Gassmann’s part book retains the cut material, with no 
indication that it was to be removed, lending credence to the argument that the cut material 
was performed at least in the premiere and probably for some time after. In fact, it is possible 
that the revision was made as late as 1800 (see page 58). The original uncut version is shown 
below: 




By comparing Figs. 2.7 and 2.8, we can see that in order to excise the coloratura that 
begins in measure 55, Süssmayr rewrote the vocal line beginning in measure 52. The 








The Remaining Movements Described 
 An energetic recitative (No. 4) sung by the bass (Ein junger Mann) on a text that 
speaks of “fire in the bones,” “righteous fury,” and longing to be in tumult of the coming 
battle to “avenge Germany’s humiliation,” cadences in A minor, a dominant function setting 
up No. 5 in D Major. Placing the bass soloist in dialogue with a two-part male chorus, this 
aria borrows much from the German folk song genre, as evidenced by the resolute duple 
meter and the simple, repetitive melodic/harmonic structure of the opening section. 
Fig. 2.9. No. 5, “A” section 
 
 
The “B” section (mm. 29-70) modulates predictably to the dominant, retaining the 
dotted rhythm kernel of the opening folk tune. This portion is sung by the baritone soloist 
with just one interjection of the chorus: when asked, “Will you let the enemy enslave you?”, 
4 mm 4 mm 4 mm 4 mm 4 mm 4 mm 2 mm 2 mm





the men respond emphatically, “Nein! Nein! Wahrlich Nein!” (No! No! Surely no!). The 
return to the “A” material and the home key at m. 70 provides a nearly exact repetition of the 
opening, with one exception: what was introductory material in the initial statement is here 
placed at the end as a postlude, reinforcing one more time what was undoubtedly one of the 
most hummable melodies in the cantata.68 The orchestral part books include an alternate 
ending, and both have been included in this edition. The first, 11 measures long, appears in 
the manuscript score, recapitulating the primary theme as described. The alternate ending, 8 
measures in length, revisits an accompaniment figure from the “B” section instead. There is 
no indication which version was used in the premiere, except that the surviving bass part 
book includes only the alternate. The published piano-vocal score follows the first version. 
 No. 6, the recitative sung by “Deutsche Frau,” includes two brief, lovely orchestral 
interludes that feature the first violins. The form of No. 7, Deutsche Frau’s aria, falls into 
four sections and is through-composed: 




The orchestral part books show that Section C (m. 73 116) was at some point cut in 
its entirety, but this cut was apparently made during rehearsal as the markings are in pencil, 
not covered with blotter paper, as in No. 3. All of the major motives of the aria are preserved 
                                                
68 This aria also appears in SmWV 309, a collection vaguely titled “Six Numbers of a Cantata,” identified by 
Duda as having been composed “between 1796 and 1800 in Vienna.” Here the aria appears minus the Men’s 
Chorus and sung by a character named “Tyroler.” This character also appears in Süssmayr’s later collaboration 
with Rautenstrauch, Der Kampf für den Frieden, SmWV 307. Whether SmWV 309, No. 5 might have also been 
reused in a performance of SmWV 307 is speculative, but not outside the realm of possibility. 
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because they are repeated in the C’ section, but the elaborative aspects of the C section are 
lost in the cut. The cut material has been included in both the orchestral and piano-vocal 
scores because it is impossible to determine with certainty what prompted the cut or whether 
the composer desired it to be permanent. 
 No. 7 also contains an attractive English horn solo that undoubtedly benefited from 
Philipp Teimer’s skillful playing at the premiere. While it is tempting to think that the part 
was written especially for him, it existed in the original “Carolina” Cantata. Therefore it is 
unlikely, though not entirely implausible, that he was the intended artist. 
Fig. 2.11. No. 7, English horn solo 
 
 
The Violino Primo book belonging to Joseph Scheidl includes an alternate version of 
this aria in another copiest’s hand in which a solo violin plays the part, otherwise assigned to 
the solo English horn, an octave higher. This solo violin part does not appear in the 





















œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ








.œT œ œ Œ
œ œ œ œ œ œ œn œ
œ œ œ œ œ œ œ# œ
œ œ œ Œ
œ œ Œ
œ œ œ œn œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ Œ Œ
.œ œ .œ œ œ Œ
œ œ œ œ œ œ œn œ
œ œ œ œ œ œ œ# œ












5 œ œ œ œ œ œ. œ. œ. œ. œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ





œ œ œ Jœ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ rœ œ œ œ
œ œ œ œ œ œ œ œ rœ œ œ œ
œ œ œ œ œ œ œ œ rœ œ œ œ
œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ
Jœ ‰ Œ
jœ ‰ ! œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
 27 
version. The alternate version was likely inserted for a subsequent performance that lacked 
an English horn. The Violino Principale part may be seen in the brief excerpt below. 




The Recitative and Trio that are inserted as Nos. 8 and 9 in Der Retter in Gefahr 
served as the finale in the earlier “Carolina” Cantata. The recitative allows each of the three 
sopranos to contribute a statement leading into the ensemble piece, and Deutsche Frau’s line 
includes the text from which the title of the cantata is drawn: 
Genius: You honest, brave nations who live on in the vast imperial heritage! 
On! Guard your property, and safeguard your ancient glory. 
Deutsche Frau: Austrians have always been a warrior band with great courage  
in the battle of the rescuer in danger [“der Retter in Gefahr”];  
Landmädchen: and this courage inspires them today. 
The string part books include an alternate text of unknown provenance that does not 
appear in the vocalists’ part books, the published piano-vocal score, the composer’s 
manuscript or the published libretto; it may have been part of the adaptations that purportedly 
took place around 1800 (see page 58). Other than the text and some modest adaptation of the 
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vocal line to accommodate the differences, the accompaniment is unaltered. 
The trio for three sopranos that follows, 111 measures in C major, Allegro moderato, 
compares favorably to the trio for female voices from Act 1, Scene 1, of Mozart’s Magic 
Flute and demonstrates the craftsmanship and charm of which Süssmayr was clearly capable. 
The voices are often paired, with two voices supporting a third solo line within the ensemble, 
a feature that also bears comparison to the Magic Flute trio. 










Nos. 10 and 11 were considered the “favorite aria” from the work,70 with good 
reason. The text is highly emotive: the recitative presents a young man ready to leave behind 
a wife and two young children to go and defend the Fatherland because he “does not love his 
country less.” The solo clarinet part written for Anton Stadler figures large in both the 
recitative and aria. The recitative, 43 measures in length, dedicates over 60% of its content to 
                                                
69 This excerpt is based on the Simrock piano-vocal score, arranged by Friedrich Eunike and published in Bonn, 
c. 1793. 
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9. Trio. Das eures Namens Ehre
Genius, Landmädchen, Duetsche Frau 
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providing the famed clarinetist an opportunity to demonstrate his remarkable technique.  
The shape of the aria is outlined in the chart below: 




The aria text is a continuation of the tender poetry begun in the recitative: 
Vainly you stretch out your little hands after me; 
In vain is your crying; 
I should – I must – be on my way. 
Beloved of my soul! 
You my children, farewell! Etc. 
The text, Stadler’s sensitive playing, and the tenor’s warm middle range (the highest note is 
B-flat4, but the bulk of the piece rests a fourth lower) doubtlessly conspired to melt the hearts 
of the distraught Viennese in what is arguably the tenderest portion of the work. 
 Beginning in C major the next recitative, No. 12, sung by Landmädchen, calls the 
women of Austria to stand bravely with their men who will carry out great exploits to save 
the nation. A cadence on D Major prepares the way for her G Major aria, No. 13, a folk-like 
Andante in 2/4 time that is reminiscent of No. 5. The regular pattern of four-bar phrases and 
the symmetrical balance of cadential question-and-answer produce an ABA form without 










This use of the flute evokes a pastoral scene, appropriate in an aria sung by the “country 
girl.”  
 The final recitative, No. 14, serves as a bridge from the key of G Major back to the 
cantata’s home key of C Major. The task is accomplished in 15 measures sung by the first 
Young Man, on a text calling his countrymen to gather around, join hands, look to heaven 
with thanks for a good Kaiser and strong government. Thereupon follows the Schlusschor, 
which was described earlier in this chapter. 
 Because its genesis can be traced so clearly through the extant sources, Der Retter in 
Gefahr is an illuminating example of a single-composer compilation work from the late 





CHAPTER 3: BIOGRAPHICAL SKETCHES OF PERSONS SIGNIFICANT TO THE 
COMPOSITION AND PREMIERE OF “DER RETTER IN GEFAHR” 
 
The premiere of Der Retter in Gefahr was a benefit event and the participants 
received no remuneration for their services. The occasion included many top-tier Viennese 
performers of the time who were affiliated with the new German Opera Company 
(Deutschen Operngesellschaft) formed in early 1795 by order of Kaiser Franz II, of which 
Süssmayr was Kapellmeister. Joseph Scheidl, the principal violinist, was a member of the 
Hoftheater orchestra (Orchester des Hoftheater), and Hausner indicates that the rest of that 
orchestra participated as well.71  
This chapter provides biographical data on all identifiable performers who 
participated in the premier or immediate subsequent performances. With the exception of one 
singer whose involvement is confirmed from another source, their names appear on the 
surviving orchestral and vocal part books. 
 
The Librettist 
 Johann Rautenstrauch (1746-1801) was a prominent Viennese poet and 
“controversialist”72 who championed the political and social reforms of Joseph II; thus, his 
poetic output tilted heavily toward the political. He authored plays, his most successful being 
a 1773 comedy, Der Jurist und der Bauer (The Lawyer and the Farmer), that was “popular 
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not only in Vienna, but at almost all theatrical centres in Germany: Mannheim, Berlin, 
Hamburg, Weimar.”73 Perhaps because of his commitment to advancing Joseph’s political 
and social reforms, Rautenstrauch “cannot claim any particular prominence in the literary 
movement of his time.”74 Yet, although he was not a significant literary figure, he was an 
important agent of the state. Marie Antoinette’s visit to Strassburg in 1770 occasioned his 
composition of the poem Der glücklichste Frühling (The Happiest Spring) in honor of her 
visit, “which received a prize and, printed on satin, was presented to the princess.”75 He also  
composed a collection of war songs entitled Kriegslieder für Josefs Heere (War Songs for 
Joseph’s Army) in 1778, “called forth by the then threatening war of the Bavarian 
Succession.”76  
 Rautenstrauch’s comedies followed French models and traditions,77 and so it 
is not entirely surprising that he was responsible for translating Beaumarchais’s comedy Le 
mariage de Figaro from French to German at the request of Schikaneder, who planned a 
performance on February 3, 1785. The performance was cancelled by order of the state 
Censor, but the book was approved for printing instead. Rautenstrauch “mentioned the 
prohibition in his forward to the book, which he dedicated to the memory of the two hundred 
ducats he had lost thereby.”78 His translation became an important link to one of Mozart’s 
most popular operas, The Marriage of Figaro: 
[Mozart] probably was familiar with the German translation by Johann 
Rautenstrauch, which appeared in Vienna in February 1785 and was the textual basis 
for Schikaneder’s planned presentation. The emperor’s displeasure caused its 
performance to be forbidden, but the theater text was allowed to be published and 
                                                





78 Otto Erich Deutsch, Mozart, a Documentary Biography. (Stanford: Stanford University Press, 1965), 235. 
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through it Mozart may have first become aware of the play. Rautenstrauch’s 
translation (by 1785, at least 5 had appeared) slightly cut and revised the original. It 
was published, without Beaumarchais’s preamble, under the title, “Der närrische Tag 
oder die Hochzeit des Figaro,” Wien 1785.79 
 
Süssmayr and Rautenstrauch collaborated on another cantata in 1800, which was not 
nearly so successful as Der Retter in Gefahr. Landon quotes from the diary of Beda Plank 
that, at 7 p.m. on Christmas Day, he attended a performance in the same hall (Grosser 
Redoutensaal) of Der Kampf für den Frieden, (The Battle for Peace): “The music is 
particularly beautiful: too bad that it did not, in view of the present troubled times, make the 
expected effect.”80 
The nameless reviewer for the Allgemeine musikalische Zeitung (hereafter, AmZ) was 
more harsh:  
One can pay every respect to the really good music, but what can be said about a text 
like this one? And what can one feel but disgust, if one is not so fortunate as to be 
able to laugh at such things? A chorus “of mixed peaceful peoples” begins as follows: 
God what a pity! He laments still 
the accursed war— 
Then the “Leader of the People” [Volksvorsteher] comes forth with his appeal, 
enjoining them, 
You must have been publicly advised 
To give weight to the negotiations 
One must stay armed for combat . . . 
So then the people cry: 
Yes, yes, we are ready 
To take on the fight.81 
 
 It seems that Rautenstrauch’s political rhetoric may have been wearing thin with the 
Viennese public, at least those who attended concerts, perhaps due to the “present troubled 
times” referenced by Plank. The primary issue was the constant threat posed by Napoleon, 
                                                
79 Volkmar Braunbehrens, “Cherubino in Mannheim,” Apropos Mozart, accessed January 11, 2011, 
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but a burgeoning and incoherent Austrian governmental bureaucracy, a proliferation of 
regulations and lawyers to interpret them, and heavy taxes to fund the war effort82 
contributed to a populace on edge. While Joseph II’s reforms in the preceding decades 
brought increased tolerance between Protestants and Catholics, most of his attempts to 
streamline the operations of government failed,83 and his successors, Leopold II (1790-1792) 
and Francis II (1792-1806), fared no better. 
It is interesting to note that in the midst of visceral attacks on Rautenstrauch’s libretto 
for this later work, the reviews give high marks to Süssmayr’s music. Likewise, the nature of 
their statements seems to indicate that they were concurring with popular opinion. 
 
The Singers 
Many of the surviving choral books display names in a variety of hands, nearly all of 
which are undecipherable. However, with one exception the books used by the soloists are 
clearly identified, for the most part in the copiest’s hand, indicating that the selection and 
contracting of soloists was concurrent with the part book preparation. 
The Wiener Zeitung of September 24, 1796, corroborates the primary performers: 
three sopranos, [Therese] Gasmann [sic], [Magdelena] Willmann and [Anna] Tepser; [Ignaz] 
Saal (bass) and [Friedrich] Schulz (tenor). Concertmaster Joseph Scheidel [sic] receives a 
glowing review, and Anton Stadler is mentioned in the context of another piece on the 
program. 
 Therese Gassmann (1774-1837), coloratura soprano, premiered the role of “Genius.” 
She was the youngest daughter of Florian Leopold Gassmann (1729-1774), a prominent 
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Viennese opera composer and teacher of Antonio Salieri (1750-1825). In turn, Therese and 
her older sister, Anna (1771-1858), were both vocal students of Salieri, who was renowned 
as a teacher of coloratura. Salieri provided oversight for the sisters’ operatic careers out of 
respect for their father and hired them into the court opera system in 1790.84 Therese enjoyed 
the more substantial career, making her name in Mozart's operas, particularly distinguishing 
herself as the Queen of the Night in Die Zauberflöte when it reached the court theaters at the 
beginning of the nineteenth century.85 Why it took ten years for Mozart’s Singspiel to appear 
in the court theaters is explained succinctly by John Rice in his excellent volume, Antonio 
Salieri and Viennese Opera: 
The court theaters presented no operas in German, as far as we know, during the early 
1790s. But they came under increasing pressure to do so. Die Zauberflöte, which 
continued to draw crowds to Schikaneder’s Theater auf der Wieden throughout the 
decade, enhanced the popularity and prestige of German opera. Nationalistic and 
patriotic feelings aroused by war with France also favored opera in German and fed 
an anti-Italian current in Viennese popular opinion. Writing of Viennese opera in a 
Berlin journal in 1793, an advocate of German opera put the debate in nationalistic 
terms by accusing Prince Rosenberg, director of the court theaters, of being a “sworn 
enemy of the Germans” who “cannot bear to hear anything that is not Italian.”86 
 
The only known portrait of Therese Gassmann shows her costumed as Queen of the 
Night. Her other Mozart roles included the Countess in Marriage of Figaro and Elvira in 
Don Giovanni.  
Der Retter in Gefahr was not Gassmann’s only venture with Süssmayr. She 
participated in the premier of his opera, Soliman der Zweite, 1800, and his less successful 
patriotic cantata, Der Kampf für den Frieden, 1801. Gassmann also sang solo parts in some 
of Haydn's late works in collaboration with the venerable composer: The Seven Last Words, 
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Mass in Time of War,87 and at least one of his Masses.88 Though it is not identified, it was 
possibly the Schöpfungsmesse since the referenced performance was scheduled after Easter, 
1801, the year of its composition. 
The AmZ reported that Gassmann “has a beautiful, consistent voice, but is somewhat 
clumsy, both in her singing and in her acting. Her strength is in the bravura aria, in which she 
is quite successful, but she often sings out of tune. She has very little knowledge of the 
theater.”89 To balance the scales, Landon records from Rosenbaum's diary that following 
Therese's performance as Queen of the Night on February 23, 1801, “Mme Mozart sent word 
to Th— that in Die Zauberflöte Th— had offered her the fullest compensation for all the 
suffering with regards to her husband's musical talents.”90  
 In 1800, Gassmann married Karl Rosenbaum, secretary to prince Nicholas Esterhazy. 
The prince, after initially giving his blessing to the union, opposed the marriage to the point 
that Rosenbaum was forced to resign his post in order to proceed. About a decade later, 
Rosenbaum was involved in what Landon refers to as, “one of the most horrendous and 
audacious thefts in Vienna's history,”91 the stealing of Haydn’s head for the purposes of 
phrenological study. While she had no direct role in the exhumation, decapitation, and 
debridement, Therese purportedly had a glass case made and proudly displayed the skull 
during musical events in their home. Surprisingly, the Prince didn’t discover the theft until 
1820, when he ordered Haydn’s remains moved to Eisenstadt, whereupon Therese helped her 
husband hide the skull in a mattress when their house was searched by Esterhazy’s agents.  
 Anna Tepser [Ascher] (dates unknown) premiered the second soprano role of 
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Landmädchen. She appears in the list of German Opera singers from 1795 along with the rest 
of the soloists who assisted in the premiere of Der Retter in Gefahr.92 She made her debut 
with that company on December 15, 1795, in a brief revival of an earlier production of a 
Gluck opera.93 Carol Albrecht points out that Tepser was a colleague of Magdalena 
Willmann in Bonn94 and her appearance on the payroll of the German opera company may 
indicate that the two were a “package” from Bonn.95  
She married on September 13, 1796, just the week prior to her participation in Der 
Retter in Gefahr, and thereafter sang under her married name, Ascher. As Mlle. Ascher, she 
enjoyed a busy career: 
In 1799 and 1800 she held roles in six German and seven Italian productions, 
including Mozart's Don Juan (Zerlina); Winter's Das unterbrochene Opferfest; 
Süssmayr’s Der Marktschreyer (as Liese, the only female character) and Solimann 
der Zweite; Wranitzky's Der Schreiner; Paer's Il principe di Taranto and Camilla; and 
Paisiello's La molinara.96 
 
The commentator for the AmZ of October 22, 1800, gives a mixed appraisal of her talents,  
Madame Ascher, who sings secondary roles with the Italian and German opera 
companies, likewise does not understand how to make good use of her exceedingly 
pretty voice.97 
 
This reference may shed light on why the ornamentation for the concluding bars of the 
recitative (No. 8) preceeding the Trio (No. 9) is written out in pencil in Tepser’s part book. 
Ignaz Castelli records that she was known for coquettish soubrette roles, at which she was 
“not bad,” and that she possessed a corpulent figure (“üppige Gestalt”).98 
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 Magdelena Willmann (1771-180199), soprano, sang the third (and lowest) soprano 
role, Deutsche Frau. Her part book is not included in the National Széchényi Library 
collection and likely has not survived, but her participation is confirmed in the Wiener 
Zeitung review. Her name does appear in Therese Gassmann’s (Genius) partbook, at the 
beginning of No. 8 (Recitative: Ihr biedre tapsre Nationen). Here we find her name jotted 
across the top of the page, scratched through, and “Deutsche Frau” written in pencil, perhaps 
to avoid confusion in a later performance. More conclusively, her name also appears in the 
Tamburo Militare part book where the player neatly wrote the soloists’ names next to the 
movements in which his part was Tacet: “No. 4 Madame Willmann.” 
 The Willmann family was musical; her father, Johann Ignaz (1739-1815), was an 
accomplished flutist and cellist, but was also a violinist in the court orchestra at Bonn.100 Her 
older brother, Maximilian (1767-1813) was a cello prodigy and a member of Schikaneder’s 
orchestra at the Theater auf der Wieden in Vienna;101 an older sister, Walburga (1769-1835), 
was a virtuoso pianist, and considered one of the best students of Mozart;102 and her younger 
brother, Karl (1773-1811), was a violinist. 
 Magdelena  moved to Vienna with her family in 1794 at the invitation of Peter von 
Winter (1754-1825), composer and impresario from Munich who was organizing a season of 
operas in Vienna.103 She joined the German Opera company in 1795. Previously, she was a 
prominent singer at the National Theater in Bonn, where, before her twentieth birthday, she 
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was considered “one of the most highly esteemed artists,”104 whereby she “had the 
opportunity to learn principal roles in the very latest popular repertory.”105 Her voice was 
described as “so wonderfully deep and of rarest charm…a lyric artist who left nothing to be 
desired.”106 Ignaz Castelli describes her as “a pretty, but somewhat thin woman.”107 More 
lavish praise is found in other sources, and her beauty no doubt contributed to her stage 
appeal. 
Magdalena was an acquaintance from Beethoven’s youth in Bonn. Her brother, Max, 
played cello in the court opera orchestra “alongside ‘violist’ Ludwig von Beethoven.”108 
When they reconnected in Vienna, Beethoven became infatuated with Willmann, and likely 
composed his “Adelaide” for her.109 Unfortunately for Beethoven, Magdalena proved just as 
unattainable as his fictional Adelaide. When he proposed marriage, she turned him down 
because, as she told her niece shortly before her untimely death, “he was so ugly and half 
crazy.”110  
Magdalena was apparently more than a casual acquaintance of Süssmayr. When she 
married a merchant named Galvani in 1799, Süssmayr served as a witness to the 
ceremony,111 along with Magdalena’s brother-in-law, F. X. Huber (1755-1814), husband of 
her older sister, Walburga.112  
Huber is remembered as the librettist for Beethoven’s Christus am Ölberge (Christ on 
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the Mount of Olives), and it should be noted that he also provided the libretto for Süssmayr’s 
1795 opera, Die edle Rache (The Noble Revenge), in which he wrote “a particularly 
gratifying role for his sister-in-law Magdalena as the romantic heroine Luise.”113 Other 
collaborations between Huber and Süssmayr included Der Wildfang (The Wild Creature) in 
1797, in which Willmann-Galvani sang the role of Therese; Solimann der Zweite, oder Die 
drey Sultaninnen (Soliman the Second, or the Three Sultans), 1799 and 1801, in which 
Magdalena sang the role of Marianne.114 Willmann-Galvani also sang the title role in the 
premiere of Süssmayr’s Gülnare, oder: Die persische Sklavin (Gülnare, or The Persian 
Slave), 1800. 
Other significant roles in Willmann-Galvani’s repertoire included Gelinda (1797) in 
Paisiello’s Le gare generose, (The Generous Race) in which she was joined by both Tepser-
Ascher and Gassmann; Rosina (1797) in Paisiello’s Barber of Seville; Susanne (1798) in the 
German version of Mozart’s Marriage of Figaro, in which she shared the stage with Therese 
Gassmann, who sang the Countess; Donna Anna (1798) in Mozart’s Don Giovanni; and 
Sextus (1801) in Mozart’s La clemenza di Tito.115 
Willmann-Galvani died at age 30 on December 23, 1801. The Vienna correspondent 
for the AmZ reported, in the January 12, 1802 edition,  
“At the end of the previous year the greatly beloved and esteemed singer Madame 
Galvani, born Willmann, died here, still in her younger years. She was, through much 
travel and very good connections, an accomplished woman; as a singer she is very 
highly regarded—not just here, but in nearly all the great places in Germany and 
Italy. During her short sojourn in Leipzig the editorial staff of this journal gave her 
full justice in these pages. She was a good actress as well, and a fine figure in the 
theater….”116 
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Ignaz Saal (1761-1836), bass-baritone, was born in Bavaria and studied music as a 
youth in Salzburg where “he enjoyed the good fortune to know Leopold Mozart and Johann 
Michael Haydn.”117 According to Constantine Wurzbach, he took to the stage at age 16 after 
having received excellent instruction in music whereby he learned to play several musical 
instruments. Wurzbach does not tell us whether either Mozart or Haydn might have been a 
source of his musical training. In 1782,118 Emperor Joseph II appointed Saal to the Imperial 
Court Opera in Vienna, where he enjoyed a 40-year career.119  
Popular on the opera stage, Saal also developed an unassailable reputation in the 
realm of oratorio. In 1789 he sang the bass solos in the premier of Mozart's edition of 
Handel’s Messiah at the home of Count Johann Baptist Esterhazy, with Mozart 
conducting.120 He also sang the roles of Raphael and Adam in the private premiere of 
Haydn's The Creation (1798) in the Schwarzenberg Palace.121 His daughter, Therese (1782-
1855),122 a young rising star in the Vienna music scene at the time, and the arch-rival of 
Therese Gassmann, joined her father to premiere the roles of Gabriel and Eve123 in the first 
public performance at the Burgtheater, along with tenor Matthaus Rathmeyer.124 In 1801 the 
same trio (Saal, Saal, and Rathmeyer) premiered the solo roles in Haydn’s final Oratorio, The 
Seasons, also in the Schwarzenberg Palace,125 roles which they all reprised in December of 
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the same year for the Christmas concerts of the Tonkünstler-Societät in the Burgtheater126 
and again on April 11 (Palm Sunday) and 12, 1802,127 and yet again that December 22 and 
23 for the Tonkünstler-Societät Christmas concerts,128 all under the direction of the 
composer. By this time the three singers were considered the “usual” soloists.129 
The correspondent for the AmZ describes Saal as “a very meritorious, pleasing singer, 
who in addition to being truly knowledgeable is very industrious. For this he deserves better 
pay, which others with far less merit have been receiving for a long time.”130 Other 
significant roles in Saal’s operatic repertoire included Count Almaviva (1798) in the German 
version of Mozart’s Le nozze di Figaro (Die Hochzeit des Figaro), creating the role of 
Master Slender (1799) in Salieri’s Falstaff, Publius (1804) in Mozart’s La clemenza di Tito, 
the Count (1809) in Wiegl’s Die Schwiezer Familie (The Swiss Family),131 and premiering 
the role of Don Fernando (1814) in Beethoven’s Fidelio. 
Three tenor names are listed on the cover of the tenor partbook: Schulz, Krebner, and 
Rattmayr [Rathmayer]. They are written in three different hands, so it is reasonable to 
assume that they each sang the tenor role in different performances. We know that Schulz 
sang the premiere from the Wiener Zeitung (24 September 1796).132 The lone tenor aria, 
“Umsonst streckt ihr, ihr kleinen nach mir die Hände aus,” (“Freely you stretch out your little 
hands to me”), proved to be one of the most popular and enduring excerpts from the cantata. 
Landon reports that the following year, Christmas 1797, the Tonkünstler-Gesellschaft 
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program, in addition to arias performed by Therese Gassmann and Ignaz Saal, included “The 
favorite aria from the Cantata ‘Der Retter in Gefahr’, (by Süssmayer, sung by Schulz and 
accompanied on the clarinet by Stadler).”133 
Friedrich Schulz (1769-1801) sang with the German Opera Company in Vienna from 
1794 until 1798. He also sang at some point in Frankfurt. The correspondent from the AmZ 
reported that “The highly regarded Herr Schultz from Frankfurt should, as one says, go back; 
we certainly are capable of doing justice to his merits, but we must also confess that for some 
time he has lost much of his voice.”134 Schulz sang in Süssmayr’s Die edle Rache in 1798, 
and his name does not appear in productions after that year.135 
Georg Krebner (dates unknown) is dismissed by Albrecht as a fictional character of 
sorts, an accidental conflation of the names of two other tenors new to the Viennese scene, a 
“Krebs” and “Demmer,” thereby arriving at “Krebner.”136 However, the name on the Tenor 
partbook for Der Retter in Gefahr is clearly “Krebner.” Further argument against Albrecht’s 
conclusion is found in the lone reference in the AmZ, “A new tenor, Hr. Krebner, was 
unusually pleasing in the role of the Sultan; his voice is also pure, agreeable, supple, his 
technique is pleasing, and his acting full of propriety and expression.” 137 
Krebner comes to light later in connection to Franz Schubert, participating in 
performances of his music, particularly the part songs. Leopold von Sonnleithner (1797-
1873), son of a prominent Viennese lawyer, and a friend and patron to Schubert, Beethoven, 
and Czerny, arranged and directed a series of Friday evening soirées in his father’s 
substantial home. After describing the circumstances surrounding two such events he relates: 
                                                
133 Landon, Haydn: Chronicle and Works, Vol. 5, 267. 
134 Translated and quoted in Albrecht, Music in Public Life, p. 50. 
135 Albrecht, Music in Public Life, 50. 
136 Ibid., 223. 
137 Ibid. 
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On 2 March 1821 Fräulein Sophie Linhart performed “Gretchen am Spinnrade” for 
us, and on 30 March “Der Jüngling auf dem Hügel”; on this last occasion the “Gesang 
der Geister über den Wassern” was also sung, by 8 excellent men’s voices, namely: 
Barth, Gymnich, Umlauff, Krebner, Nejebse, Götz, Preisinger and Hardt.138 
 
That this is actually a reference to the elusive Herr Krebner of Der Retter in Gefahr is 
confirmed later, when the list appears with first names: Joseph Barth, August Ritter von 
Gymnich, Johann Karl Umlauff, Georg Krebner, Wenzel Josef Nejebse, Josef Götz, Josef 
Preisinger and Albert Hardt.139 
In his volume entitled Schubert: Documentary Biography, Deutsch also mentions 
Krebner and provides the following information in regard to the same soirées held in 1821: 
“George [sic] Krebner, secretary to the trusteeship of the Habsburg properties, was a member 
of the Philharmonic Society’s committee and sang tenor.”140 
Matthaus Rattmayr (Rathmayer) (born c. 1765) was a professor of law at the 
Theresianum, a Jesuit college established by Maria Theresa (1717-1780)141 in 1746 and 
housed in the Favorita palace in Vienna. Theresa signed the residence over to the Jesuit 
Order in February of that year for educational purposes. Following an unstable period (1773-
1796) during which time the Jesuits were disbanded, the school was re-established under 
Francis II in 1797 and exists down to our own time.142  
Even though he made his living as a professor of law and thus was considered an 
amateur musician, Rathmayer made a name for himself as a concert singer, and enjoyed a 
close relationship with both Haydn and Haydn’s patron, Prince Joseph von 
                                                
138 Otto Erich Deutsch, Schubert: Memoirs by His Friends (New York: MacMillan, 1958) 108. 
139 Ibid., 122. 
140 Otto Erich Deutsch, Schubert: Memoirs by His Friends (London: Dent, 1946) 170. 
141 Empress Maria Theresa, wife of Franz I (1708-1765) is not to be confused with her granddaughter, the 
Empress Maria Therese (1772-1807), wife of Franz II (1768-1835). 
142 Theresianische Akademie. Accessed March 25, 2011. http://www.theresianum.ac.at/. 
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Schwarzenberg:143  
He sang frequently in performances of Haydn’s oratorios for the Tonkünstler-
Sozietät, winning Schönfeld’s approval for his “very beautiful and exceptionally 
strong tenor voice, a very sensitive and accurate ear, and such extraordinary skill in 
reading music that he is able to perform at sight with ease.” (Jahrbuch der Tonkunst, 
51.) He must have been able to sing as effectively in Italian as in German, to judge 
from the vast amount of Italian operatic music he performed with Marie Therese.144 
 
More importantly, as referenced in the quote above, Rathmayer was part of a “coterie of 
amateur and professional musicians”145 who participated in private concerts along with the 
Empress Maria Therese (1772-1807), a group to which she referred as “i fedeli credenti” 
(the faithful believers).146 Maria Therese was a soprano herself, and a frequent participant in 
the performances. “Her concerts were dominated by excerpts from Italian operas but also 
included performance of complete operas, oratorios, cantatas, liturgical works, and 
instrumental music.”147 The Empress’s musical diary, recently published for the first time in 
English translation by John Rice,148 records the repertoire of her private concerts from 
November 1801 through April 1803, 76 concerts in all. Matthaus Rathmayer participated in 
fully half of the programs, a frequency matched only by Carl Wienmüller (1764-1828), the 
celebrated Viennese bass. Rathmayr’s relationship with Maria Therese was close enough that 
“tongues wagged all over Vienna when she was seen walking arm in arm in the gardens of 
Schönbrunn with [him].”149 
Rathmayer was tenor soloist for the private (April 30, 1798) and public (March 19, 
                                                
143 Rudolf Vierhaus and Walther Killy, Dictionary of German Biography (DGB)., Vol. 8 (München: K. G. Saur, 
2005), 162. 
144 John A. Rice, Empress Marie Therese and Music at the Viennese Court, 1792-1807 (Cambridge, U.K.: 
Cambridge University Press, 2003), 62-3. 
145 Ibid., 48. 
146 Ibid. 
147 Ibid., 27. 
148 Ibid., 279-309. 
149 Ibid., 10. 
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1799) premieres of Haydn’s Creation. Both events also featured Ignaz Saal as bass soloist, a 
pairing whose success is affirmed by the fact that in the 1801 premier of Haydn’s Seasons, 
Rathmayer sang the role of Lucas and Ignaz Saal sang Simon.150 Greisinger’s report for the 
AmZ (May 2, 1801) included, “Hr. Saal sang the role of Simon, his daughter the role of 
Hanne, and Herr Prof. Ratmayer the role of Lukas.151 All three received great and in every 
respect deserved applause.”152 
 The name of another significant singer, Joseph Simoni, also appears in the tenor 
partbook, but only as the incidental tenor soloist in the Schlusschor (No. 15). That solo line, 
part of a tenor/baritone duet, encompasses only 8 bars of music that recur in each verse of the 
final chorus. Because “Simoni” appears to be written in the copyist’s hand, his participation 
in the premiere is a virtual certainty.  
Joseph Simoni (1764-1832) was born in Bohemia but apparently began his career in 
Italy in the 1780s, although he “never reached the top rank of heroic tenors.”153 The 
Biographisches Lexikon des Kaisertums Österreich tells us that he also performed in France, 
Spain, and England, although the extent of those ventures is not described, other than that he 
“gained much fame as a tenor.”154 He made his Hoftheater debut in March 1796155 and so 
would have still been a relative newcomer to Vienna when Der Retter in Gefahr was 
premiered, which might explain his comparatively small role in the performance. By 1801 he 
was a significant enough fixture in the Viennese music scene so that, when the correspondent 
                                                
150 Alfred Schnerich, Joseph Haydn Und Seine Sendung... (Zürich: Amalthea-Verlag, 1922), 147. 
151 This spelling matches the inscription on the tenor partbook for Der Retter in Gefahr, although the spelling 
“Rathmayr” is more common in the literature. 
152 Landon, Haydn: Chronicle and Works, vol. 4, 44. 
153 Rice, Empress Maria Therese, 60. 
154 Constantin Wurzbach, Biographisches Lexikon Des Kaisertums Österreich., s.v. “Simoni, Joseph,” vol. 34 
(Wien, 1879), 343. 
155 Albrecht, Music in Public Life, 42. 
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for the AmZ described Schikaneder’s new theater in glowing terms, he concludes,  
“In the selection of personnel he [Schikaneder] has also taken considerable care; 
particularly in the case of Madame Campi…for first soprano roles, and he has also 
engaged the highly esteemed imperial court tenor Simoni. Therefore it is no wonder 
that all streams are flowing to him now.”156 
  
Because of his extensive background in Italian opera seria, it is not surprising that Salieri 
chose him to sing the role of Arcidoro (1798) in his Palmira,157 and later to create the role of 
Master Ford in his Falstaff (1799)158 in which he shared the stage with Saal, and the title role 
in the popular Cesare in Farmacusa (1800).159 His Bohemian roots and years in Italy did not 
prepare him particularly well for German opera, and he was not without his detractors in this 
regard. Albrecht records an entry in the AmZ that blasts Simoni’s poor grasp of the German 
language: 
One of the most unforgivable sins of which this singer is guilty is that, partly through 
his melodic embellishments and partly through the ignorance with which he treats it, 
he disfigures the German language in which he now sings (and for which he is well 
paid) in the most appalling manner.160 
 
Another observer wrote, “Among the Germans Herr Simoni is also a good singer; but one 
must listen only; for acting that is clumsier and more stilted than his cannot be imagined.”161 
In spite of these shortcomings, Herr Simoni was granted a spot in the Hofkapelle in 
1798 and became one of Maria Therese’s i fideli credenti, appearing first in her musical diary 
in her performance of Haydn’s Creation on Christmas Day, 1802, and several times 
thereafter. 
 
                                                
156 Ibid., 92. 
157 Landon, Haydn, Chronicle and Works, vol. 5, 312. 
158 In which premiere Ignaz Saal also participated. 
159 John Rice, Antonio Salieri and Viennese Opera, 573. 
160 Ibid., 133. 
161 Arndt, Reisen, 249, translated and quoted in John Rice, Antonio Salieri and the Viennese Opera, p. 573. 
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The Orchestral Musicians 
 Only three orchestral players’ names are recorded on the surviving partbooks, 
highlighting their significance. 
Joseph Scheidel [Scheidl] (1751-1819), violinist, was a prominent player in the city’s 
orchestras. C. F. Pohl lists him as the “Violin-Dirigenten” (Violin Director) of the 
Tonkünstler Society from 1796-1811.162 Founded by Florian Leopold Gassmann (Therese 
Gassmann’s father) in 1771, the Society existed to support retired musicians and their 
families. It appears that he played a part in obtaining support through the Society for 
Constanze Mozart when, in 1791, she made application for financial assistance.163 
Scheidl’s leadership of the Society appears to have been uninterrupted during those 
years except for performances of Haydn’s Creation and Seasons between 1799 and 1802.164  
Apparently this occasioned some friction, as Landon relates that when Haydn asked Paul 
Wranizky to conduct those performances instead, Scheidl “was so annoyed that he refused to 
conduct the other concerts of the Society.”165 
 Scheidl’s name appears in the personnel listing of the Hofkapelle orchestra, of which 
Salieri was Kapellemeister, on March 1, 1788, where he is listed fourth, identifying him, at 
that point in time, as a contract player.166 By 1801 he appeared second in the listing as a 
principal member.167  
 Scheidl was apparently honored by Maria Therese herself in November of 1805 when 
                                                
162 C. F. Pohl, Denkschrift Aus Anlass Des Hundert-jährigen Bestehens Der Tonkünstler-societät, Im Jahre 
1862 Reorganisirt Als “Haydn,” Witwen Und Waisen-Versorgungs-Verein Der Tonkünstler in Wien (Wien: 
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163 Deutsch, Mozart, A Documentary Biography, 441. 
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player, not the director. Music in Public Life, p. 84. 
165 Landon, Haydn: Chronicle and Works, vol. 5, 570. 
166 Dorothea Link, “Mozart’s Appointment to the Viennese Court,” in Words about Mozart: Essays in Honour 
of Stanley Sadie, ed. Dorothea Link and Judith Nagley (Woodbridge, Suffolk: Boydell Press, 2005), 168. 
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she presented him with a gold snuffbox “for directing during the previous year,”168 and Rice 
includes him as one of the five musicians who shared responsibility for “leading Marie 
Therese’s performances.”169 
 The name “Teimer” appears on the English horn partbook. Three Teimer brothers, 
Johann (c. 1758-1796), Franz (c. 1762-1796), and Philipp (1763-1817), were all highly 
regarded oboists, as was their father, Ignaz (c. 1723-1799). Johann and Franz could not 
possibly have played in the September premiere because Johann died in August and Franz in 
May of 1796. Ignaz had retired from playing oboe in 1788 or 1789, and was by then playing 
second flute in the Freihaustheater orchestra.170 
Philipp Teimer (1767-c.1817) was, during his lifetime, the most significant English 
horn virtuoso in German-speaking Europe.171 From 1783 when Philipp was sixteen years old, 
all four of the Teimer men were employed by Prince Joseph Johann von Schwarzenberg, an 
influential Viennese aristocrat and patron of Haydn who also maintained residences in 
Bohemia, the Teimer’s homeland.172  
As was common in aristocratic circles, the prince employed a “Harmonie,” or wind 
band, to provide music at occasions hosted in his homes. The usual instrumentation, 
following the example set in Vienna by Joseph II in the early 1780’s, was “ideally two oboes 
or clarinets (or both), two bassoons, and two horns.”173 The multitudinous wind-band 
arrangements of music from popular operas of the day are testaments to the popularity of this 
                                                
168 Rice, Empress Marie Therese, 55. 
169 Ibid.  
170 Theodore Albrecht, “Anton Dreyssig: Mozart's and Beethoven's Zauberflötist,” in Words About Mozart: 
Essays in Honour of Stanley Sadie, ed. Dorothea Link and Judith Nagley (Woodbridge: Boydell Press, 2005), 
184. 
171 Michael Finkelman, The New Grove Dictionary of Music and Musicians, ed. Stanley Sadie and John Tyrrell 
(London: Macmillan, 2001), s.v. “Oboe: Tenor Oboes: English Horn.” 
172 Ibid. 
173 Anthony Baines, Oxford Music Online, s.v. “Harmonie,” accessed May 05, 2011, 
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configuration. However, Schwarzenberg eschewed the use of clarinets in favor of English 
horns, and hence he had need of the finest English horn player available, Philipp Teimer. 
There are at least fourteen trios for two oboes and English horn traceable to the 
Schwarzenberg Harmonie that almost certainly were written with the Teimer brothers in 
mind.174 
In 1793 Teimer became a member of the Tonkünstler-Society, the only member of 
that organization who played the English horn exclusively.175 At the annual Christmas 
concert of the Tonkünstler-Society that same year, the Teimer brothers played a trio by 
Johann Nepomuk Went (1745-1801). In the audience was the 23-year-old Beethoven: 
Shortly afterwards, Beethoven brought out his own Oboe Trio, op. 87, a weighty, 
four-movement work that stood in contrast to the otherwise rather easy, entertaining 
wind literature. There is no surviving report that this work was premiered by the 
Teimers but we can, on the basis of a copy in the Schwarzenberg archive, assume that 
the brothers played it in one of the frequent private concerts at the Schwarzenberg 
residence.176 
 
Andreas Gschmiedler contends that Beethoven wrote his Variations on “La ci darem la 
mano” from Mozart’s Don Giovanni for this same trio of brothers,177 although the existing 
records indicate that only one of the Teimer brothers participated in the premiere,178 
December 23, 1797, and New Grove credits attribution of the work to Franz Joseph 
Czerwenka, an oboist who also participated in the premiere.179 
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 Perhaps the most intriguing facet of Teimer’s biography is that he was also a 
respected singer. In October 1797, Schikaneder mounted a collaborative opera on his own 
libretto with music by Johann Mederitsch and Peter von Winter, Babylons Pyramiden 
(Babylon’s Pyramids): 
In this work, the English horn plays a role similar to that of the flute in Mozart’s Die 
Zauberflöte. Benedikt Schack,180 the flute-playing tenor for whom Mozart wrote the 
role of Tamino, could play his on-stage solos himself. By chance, the versatile bass in 
Schikaneder’s troupe was also the leading English horn player in Vienna, and thus the 
role was written for him.181 
 
This versatile bass was, of course, Philipp Teimer. Geoffrey Burgess further describes 
Teimer’s role as the “romantic lead” and points out that “keeping the reed both safe and wet 
enough must have been a challenge.”182 
 Other roles sung by Philipp Teimer include Rüdigeld, a German prince, in Ignaz 
Xaver Ritter von Seyfried’s (1776-1841) Die Druiden183 (1801) in which he shared the stage 
with Magdalena Willmann;184 Repheus, king of Phrygia, in Vincenc Tucek’s (1773-1821) 
Typhon (1803);185 and Rama in Georg Joseph Vogler’s (1749-1814) opera Samori186 (1804), 
in a cast that also included tenor Joseph Simoni. 
 Anton Stadler (1753-1812), clarinettist, was the son of a Viennese musician, Joseph 
Stadler and his wife Sophie. Both he and his younger brother, Johann (1755-1804), became 
clarinettists, but it is Anton who is remembered today for his development of the bassett 
clarinet in 1787. By 1790 the instrument had four bassett keys (the first model had only two) 
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182 Geoffrey Burgess, The Oboe, p. 99. 
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and boasted a full four-octave range. Mozart was a close friend of Stadler, and composed a 
Clarinet Quintet (K. 581), and Clarinet Concerto (K. 622) for him. He also included Stadler's 
bassett clarinet in the orchestra for La clemenza di Tito and Cosi fan tutte. In 1791 Stadler 
launched a five-year concert tour with a performance of K. 622 in Prague.  
Süssmayr composed a concerto for Stadler, but it survives only in draft fragments 
(SmWV501)187 held in the British Museum.188 Until recently, it was assumed that it was 
neither completed nor performed. However, evidence uncovered by Pamela Poulin proves 
both assumptions to be untrue. In fact, a program for a concert given by Stadler in Riga, 
Latvia (March 5, 1794, at 5:30 p.m. at the Riga Theater), while on his extended European 
tour, included “Ein Clarinett=Concert von Sießmayr, Schüler von Salieri, gespielt von Herrn 
Stadler” (A Clarinet Concerto by Süssmayr, student of Salieri, played by Herr Stadler).189  
It is a reasonably safe assumption that the manuscript and parts went missing at the 
same time as those of the Mozart concerto and other works Stadler carried with him on the 
tour. Exactly how the manuscripts were lost is a mystery, but perhaps the following account 
of an unfortunate turn of events during Stadler’s tour might also explain its whereabouts:  
The manuscripts to the [Mozart] quintet and concerto are lost and may have 
disappeared when—according to Stadler—his luggage was allegedly stolen while he 
was in Germany, but Constanze Mozart noted, “Others, however, assure me that the 
said portmanteau was pawned for 73 ducats…. I believe [there] were instruments and 
other things in it as well.”190 
 
While it seems unlikely that Stadler would pawn his livelihood, the story is plausible, 
based on what is generally known of Stadler’s poor financial management skills.  
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While Der Retter in Gefahr does not call for a Bassett Clarinet, Süssmayr 
incorporated a solo clarinet part for Stadler which displayed his best features as a performer: 
sweet tone, extraordinary command of the extremes of the instrument’s range, and the ability 
to change registers smoothly.  Johann Friedrich Schink191 described his playing with the 
following superlatives, “I would not have thought that a clarinet could imitate the human 
voice so deceptively as you imitate it. Your instrument is so soft, so delicate in tone that no-
one who has a heart can resist it.”192  
  
                                                
191 Playwright and critic (1755-1835). 





CHAPTER 4: SOURCE DESCRIPTIONS, EDITORIAL CONSIDERATIONS, AND 
PERFORMANCE SUGGESTIONS 
 
Assembled from three different points on the globe, the primary source materials 
available for making this edition are plentiful and in excellent condition. All were obtained 
by the author either in microfilm or Portable Document Format (PDF). Chief among them is 
the composer’s autograph score of the entire cantata. It became part of the Esterhazy music 
collection upon Süssmayr’s death in 1803 and was confiscated by the communist government 
of Hungary in 1949.  
 
Primary Source No. 1: Composer’s Manuscript and Orchestral Materials (Microfilm) 
The composer’s autograph score and collected performance materials consist of 2,488 
pages of mixed manuscript, including a full set of orchestral and chorus books in multiple 
copyist’s hands. Obtained on microfilm from the National Széchényi Library in Budapest, 
Hungary, the autograph score gives away the fact that Süssmayr pirated an earlier Italian 
cantata (SmWV 301) composed in December 1795 to celebrate both the birth of the 
Archduchess Carolina and some recent Austrian military victories.193 The borrowed material 
from SmWV 301 is inserted complete with its own cover page, and dispersed throughout the 
manuscript. While the materials newly composed for the premiere of SmWV 302 are in the 
composer’s hand and include revisions and redactions, the materials from the “Carolina” 
                                                
193 Duda writes that SmWV 301 was composed “presumably on the occasion of the the birth of the daughter of 
Francis I: Luise Karoline Leopoldine, on December 4, 1795.” Das musikalische Werk, 176. 
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Cantata are in the hand of an expert copyist, and some movements contain the Italian text of 
the original “Carolina” Cantata that has been scratched out with Rautenstrauch’s new 
German text written above. 
Primary Source No. 1 includes a beilage (supplement) recitative and aria in the 
partbooks, and a separate composer’s autograph score that notes in the composer’s hand that 
it was composed for “Hr. Saal.” Duda asserts that this bass aria, “Groß ist der Mann,” was 
added to the performance materials for an “expanded” version of SmWV 302 sometime 
between 1797 and 1800, being borrowed from Der Freiwilligen (The Volunteers), SmWV 
310, that was premiered just a few days after Der Retter in Gefahr, which also included a 
reprise of the well-known Schlusschor music.194  
“Groß ist der Mann” appears consistently as “Nr. 8” in the partbooks which, 
according to the original numbering system that did not include the recitatives, would place it 
and its associated recitative immediately before the recitative leading into the Schlusschor. In 
Saal’s partbook it is in the same copiest’s hand as the rest of the book, and this is also true in 
some of the orchestral books. “Groß ist der Mann” does not utilize a text from 
Rautenstrauch’s libretto. Its text comes from Gottlieb Stephanie (“Stephanie the Younger”), 
librettist for Die Freiwilligen195 who is best known as the librettist for Mozart’s Abduction 
from the Seraglio (1782). 
 
Primary Source No. 2: “Carolina” Cantata Manuscript (PDF) 
The Second Primary Source is the composer’s autograph manuscript of the majority 
of the 1795 “Carolina” Cantata, which is housed at the British Library. This is not a 
                                                
194 Erich Duda, Das Musikalische Werk Franz Xaver Süssmayrs: Thematisches Werkverzeichnis (SmWV) Mit 
Ausführlichen Quellenangaben Und Skizzen Der Wasserzeichen (Kassel: Bärenreiter, 2000), 190. 
195 Ibid., 188. 
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presentation manuscript – the whereabouts of that copy is unknown. The “Carolina” 
manuscript does not include any performance materials, but displays the original Italian text 
for all of the soprano arias and recitatives that later became parts of Der Retter in Gefahr. 
This was a valuable source in understanding the nature and purpose of the substantial cut in 
No. 3, allowing a reconstruction of the material lost under the blotter paper. 
The “Carolina” manuscript was divided at some point in its history, and the 
concluding trio movement resides at the Budapest National Library. Since the trio movement 
in the composer’s working score of Der Retter in Gefahr is complete and in a clear hand, and 
since the Italian text was unnecessary to the completion of this project, a copy of the trio was 
not requested from Budapest. 
 
Primary Source No. 3: Published Choral Score (PDF) 
The immediate popularity of the work was sufficient to engrave and publish a piano-
vocal score, dated 1796, a copy of which is held in the Sibley Library at the Eastman School. 
While it contains some rather egregious errors, such as an entire section marked with a 2/4 
time signature with three beats per bar, it served as the basis for the piano-vocal score found 
in Appendix A. 
Another great value that this source provided was the text underlay in legible Roman 
type. The old German Kurrenschrift, in use up through the World War I era, is challenging to 





Primary Source No. 4: Published Libretto (PDF) 
A libretto was published in 1796, apparently with Rautenstrauch’s approval because it 
includes a self-deprecating preface written by him. There are differences between this 
document and the text found in the music, so it likely represents the libretto as it was given to 
Süssmayr, rather than the libretto the audience actually heard in the premiere, but the 
differences are relatively insignificant. A copy was obtained from the Stanford University 
Library, Stanford, California. A translation is included in Appendix B. 
 
Editorial Considerations 
 The central goal of this project is to reintroduce Der Retter in Gefahr into the modern 
concert repertoire, and so some fundamental updates were required: all clefs were 
modernized, as was the orchestral score order. The following description of the editorial 
method will be helpful.  
I. Embellishments. The embellishments used in the cantata are common to music 
of the Classical era. Two editorial decisions deserve mention. First, in the 1796 piano-vocal 
score, all appoggiaturas were rendered as sixteenth notes, regardless of the ensuing note 
value. This was altered in the new piano-vocal score so that all appoggiaturas down to the 
level of sixteenths were rendered at one-half the value of the ensuing note. Primary Source 
No. 1 was inconsistent in this regard as well, and so the same standardization has been 
applied to the orchestral score. 
II.  Phrases and Beaming. In his 2011 publication on performance practice during 
the Classical era, Dennis Shrock writes: 
Phrasing, understood as the connection and separation of musical material beyond 
short rhythmic patterns, was not a focus of performance practice during the Classical 
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era and thus was not a topic of much discussion in the primary sources of the time. 
Attention was given instead to the articulation of single notes and small groupings of 
musical material…. Phrasing marks (i.e. expanded slurs covering notes usually longer 
than a measure) were not used until the second quarter of the nineteenth century.196 
 
As a consequence, the multi-measure phrase markings to which musicians are now 
accustomed have not been added in this edition; the primary editorial focus was accurate 
beaming and articulation. Only phrase markings that actually exist in the primary sources or 
are implied by pre-existing pattern have been included in this edition. 
 Beaming practice has been modernized and regularized with the exception of the 
vocal parts, in which the syllabic beaming of the Viennese copyists was retained: melismatic 
passages are beamed, while syllabic phrases are not. 
III.  Punctuation and Textual Conflicts.  Punctuation was corrected according to 
Rautenstrauch’s published libretto since the composer’s manuscript was often illegible and 
the piano-vocal score adhered to neither the manuscript nor the published libretto 
consistently. In rare cases where the text printed in the libretto conflicted with the 
performance materials, the text sung in performance was used. 
IV. Performance Markings and Changes. Generally speaking, pencil changes were 
given careful consideration and often adopted on the assumption that they were made in 
rehearsal and more closely represent the actual performance. For instance, in No. 13 
(Landmädchen’s aria, “Ihr Mädchen setz durch euren Blick”), the part book used by the 
soloist and the composer’s manuscript show pencil changes by which some text was moved 
off the downbeat to become pickup notes. The purpose was clearly to improve the syllabic 
stress in the move from Italian to German, and so these changes were incorporated into both 
the piano-vocal and orchestral scores. 
                                                
196 Dennis Shrock, Performance Practices in the Classical Era: as Related by Primary Resources and as 
Illustrated in the Music of W.A. Mozart and Joseph Haydn (Chicago: GIA Publications, 2011), 192. 
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Fig. 4.1. No. 13, Original Version, mm. 17-20 
 
 






It is the author’s hope that providing both piano-vocal and full orchestral scores will 
increase the likelihood of this worthy piece being heard again. With that in mind, the 
following information is offered to the conductor planning a performance. 
I. Cuts. A substantial cut in No. 3 was not restored to this edition, even though the 
cut material was included in the piano-vocal score and the missing orchestration is readily 
accessible in the “Carolina” manuscript, because: 
1. The cut was made prior to rehearsal as evidenced by the use of blotter paper 
glued over the excised material in the part books; 
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2. The cut may have been made to resolve a text underlay issue, as described in 
Chapter 2, pages 20-21; 
3. It can be safely assumed that the cut was intended to be permanent. 
On the other hand, a cut made in No. 7, measures 73-116, has been restored in this 
edition because the cut was marked in pencil, apparently during rehearsal, and may have 
been made for any number of reasons that do not impact modern performance, such as time 
constraints, the soloist’s ability, or vocal fatigue. This cut has been marked as optional in the 
score since it is a part of the aria’s historical performance practice. 
II. Orchestral Forces. Joseph Sheidl’s Violino Primo part book contains a page of 
personnel notes, with the orchestral winds and percussion broken into two “Choirs” totaling 
30 players, plus strings. There were six each of violins 1 and 2, four violas, and six basses. 
The basses likely were divided into three cellists and three contrabassists, since that was the 
norm for the Nationaltheater orchestra, of which Scheidl was a member, from the late 1770’s 
through the end of the century.197  
 




                                                
197 Dexter Edge, “Mozart's Viennese Orchestras,” Early Music XX, no. 1 (1992): 71. 
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The unusual divided configuration for the winds, brass, and percussion may be the 
result of the premiere having been a benefit concert. Combined, these two “choirs” represent 
an unusually large contingent of players for the time. Comparing the surviving part books 
proved unhelpful because, while books exist for each part, the only instrument for which 
books from “Coro I” and “Coro II” are extant is the military drum, and they are identical. 
Interestingly, the military drum is not one of the parts listed in both choirs. Peter Hoyt 
suggests a possible solution to the problem: 
The benefit performances of the musician’s orphans and widows society were huge 
affairs. Members were required to offer their services, and so there may have been a 
need for Süssmayr to control these forces – that is, to keep the extra winds from 
overwhelming the vocal soloists.198 
 
Even though this concert benefited a different cause, the same expectation likely existed. 
 It is worthy of special mention that this list calls for a total of three bass drums, for 
which both “Choir I” partbooks survive; they are identical and each include the entire bass 
drum part, indicating that a cumulative sound was desired to imitate the booming of cannon 
(see p. 14).  
Beethoven’s “Battle Symphony,” Op. 91, premiered in 1813, includes the following 
note on bass drums from the composer:  
For the two bass drums (not Turkish bass drums – the real Turkish drum belongs only 
in the orchestra) which produce the cannon-shots, what are required are the largest 
kind that are usually employed in the theatre to produce a clap of thunder (here they 
were 5 Viennese feet square): they must be placed as far away from the orchestra 
proper as the hall allows, out of sight of the listener, on opposite sides, one side 
representing the English army, the other the French. The conductor who gives both 
sides the beat should stand well in front. Those who play the cannons must stand at a 
fairly distant spot, absolutely not in the orchestra, and must be good musicians (Here 
in Vienna these were played by the first kapellmeisters.)199 
 
                                                
198 Peter Hoyt, e-mail message to author, May 11, 2011. 
199 Ludwig Van Beethoven, “Notes on the Performance,” trans. Lionel Salter, introduction to Wellington's Sieg 
Oder Die Schlacht Bei Vittoria, Op. 91 ed. (London: Ernst Eulenburg, 1985), v. 
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Süssmayr’s manuscript score of the first movement does not include a separately 
written staff for either bass drum or ratchet, but the cipher “botta” (thump) below the 
measures denoting the bass drum, alternating with the ratchet (shown as  under 
the bottom staff), depicting both cannon and small arms fire, respectively. How much 
influence Beethoven’s directions should have on the conductor planning to perform Der 
Retter in Gefahr may be debatable, but his notes pertain to a work composed for a 
comparable event on an analogous theme in the same city fifteen years later. 
III. Choral Forces. The choral forces outlined in Scheidl’s partbook are also divided 
into two choirs with six singers per part in each choir, for a total of 48 singers plus the five 
soloists (SSSTB). The following observations are offered regarding the choral movements. 
No. 1. The manuscript score shows Choir 1 marked as “Soli.” The chorus books of 
the second choir do not contain the “Soli” material. However, all of the Choir I books do, and 
the soloist part books contain the Choir I material marked as “Soli.” Therefore, the author 
believes the most authentic approach is for the soloists to join Choir I in the passages so 
designated. 
No. 5.  Two possible endings (m. 89-end) are included in the orchestral score. Neither 
ending affects the bass soloist or the men’s chorus parts. The first ending is that found in the 
composer’s working manuscript, and the second is the one included in the orchestral part 
books. Most partbooks included both, and the order in which they appeared varied. The C/B 
part book included only the second option.  
The libretto includes the direction, “zum Volk” (“to the people”) at the point when 
Ein Junger Mann sings, “Wollt ihr gelassen tragen der Feinde Sklaverei?” (“Will you let the 
enemy enslave you?”), to which the chorus (Volk) responds, “Nein! Warlich nein!” (“No! 
 64 
Surely no!”). This is the only such direction given in the libretto, and at this point the 
conductor may wish to introduce some limited staging to add variety to the performance.  
No. 15. Pencil notations in the soloist partbooks indicate that the incidental solo lines 
may have featured different singers on alternating verses, perhaps even alternating male and 
female soloists, although the tenor and bass clefs remain consistent throughout.200 This 
approach adds variety to what might otherwise become a rather tedious pattern.  
Some verses of this final chorus may legitimately be cut in performance, as the 
partbooks include only the first six verses, and there is no evidence that all eight verses 
appearing in the libretto were ever performed in entirety. 
IV. Beilage Recitative and Aria. The provenance of this interpolation is discussed 
on page 58. In addition to the information found there it is instructive to note that the 
composer’s full score manuscript indicates that these numbers should be inserted “after the 
aria by Mlle. Gasmann” [sic]. Since Gassmann sang but one aria, this would seem to indicate 
that the beilage material should be inserted between No. 3 (Aria. Ermannet euch!) and No. 4 
(Recitative. Wie wird mir?), and perhaps that was the composer’s intent. However, as already 
indicated, the partbooks consistently place it immediately before No. 14, the recitative 
leading into the Schlusschor. Either placement works both harmonically and dramatically, 
and places the interpolated material adjacent to music already involving the baritone soloist. 
However, in the author’s opinion, the extant performance materials make the later position 
preferable.  
                                                
200 Simoni’s partbook has pencil markings for “die Frauen” on some of the solo lines, and “+” on the solos he 
apparently had been assigned to sing. 
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Including the supplemental recitative and aria is by no means mandatory since it is 
borrowed from another work and was not part of the premiere. 
V. Tempi. Tempo markings of the Classic period are open to considerable 
interpretation, as they were during the eighteenth century, and should be seen as general 
guides to performance rather than settled law. There are no accepted metronomic equivalents, 
and the meaning of terms such as adagio and andantino varied considerably by locale.201  
Clive Brown relates: 
Weber commented that in Paris the adagio in the overture to Don Giovanni was 
played a little slower than Mozart had directed it in Prague, while in Vienna it was 
performed a little faster and in Berlin nearly twice as fast, and that in all three places 
the allegro was given a little faster than Mozart took it.202  
 
The situation is complicated by the fact that the meaning of terminology has changed 
over time, and much of the unwritten understanding enjoyed by musicians of Süssmayr’s day 
“was largely forgotten during the nineteenth century and [is] very imperfectly understood by 
                                                
201 Frederick Neumann and Jane R. Stevens, Performance Practices of the Seventeenth and Eighteenth 
Centuries (New York: Schirmer Books, 1993), 66. 
202 Clive Brown, Classical and Romantic Performing Practice, 1750-1900 (Oxford: Oxford University Press, 
1999), 297. 
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most performers of the late twentieth century.”203 Of the term andantino, for instance, 
Beethoven wrote (in 1813) that it “is of such imprecise meaning that on one occasion 
andantino can be close to allegro and on another almost like adagio.”204 While the available 
literature shows that late eighteenth-century Viennese composers carefully indicated tempi 
by a combination of tempo term, meter, note values and other relevant factors, “there is 
insufficient information to do more than speculate about the absolute tempo range they might 
have conceived for a give tempo formula.” 205 J. J. Quantz, in his famed treatise on playing 
the flute (1752), writes: 
We see daily how often tempo is abused, and how frequently the very same piece is 
played moderately at one time, and still more quickly at another. It is well known that 
in many places where people play carelessly, a presto is often made an allegretto and 




During the Classical period and the early part of the Romantic period, the 
determination of tempo was widely acknowledged to depend on a subtle balance and 
relationship between a number of basic factors. The most important of these were the 
metre, the tempo term, the note values employed in the piece, the quantity of fast 
notes that it contained, and the types of figuration in which these notes were used.207 
 
Considering these factors, the opening Adagio (mm. 1-25) of No. 1 falls within a 
range of possibilities that should err toward neither a romantic lento nor Quantz’s quasi-
andante. Sufficient time within the tempo must be allowed for unruffled execution of the 
sudden dynamic changes in mm. 9-12, and the sixteenth-note figure in the bassoon and first 
violin at m. 12 should be unhurried. In fact, the presence of the sixteenth-note figure 
indicates that a slower, stately tempo may be in order, since the smaller note values help to 
                                                
203 Brown, 289. 
204 Ibid., 68. 
205 Ibid. 296. 
206 Neumann, 289. 
207 Brown, 290. 
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define the overarching tempo. On the other hand, Brown quotes, from J.A.P. Schulz (1747-
1800), passages that indicate that an adagio in triple meter, such as we find in No. 1, would 
have been viewed as lighter and quicker than an adagio in duple time and so this should also 
be taken under advisement. 208 
Ultimately decisions about tempo will vary from conductor to conductor, and 
performance to performance. This has always been the case. The absence of detailed 
instructions from the composer means that after considering all of the available information 
within the score, common sense, musical taste and an understanding of the present-day 
audience will result in the best possible modern presentation. 
 
Conclusion 
 This modern edition of Der Retter in Gefahr augments the existing Classic Period 
choral repertoire by reintroducing an historically important secular cantata to a body of work 
otherwise dominated by sacred oratorio, cantata, and mass settings. It provides a fascinating 
snapshot of the political and social angst that pervaded Viennese society during the 
Napoleonic era, and the fierce loyalty the Austrian people felt toward their Kaiser as the 
focus of national identity. Not inconsequentially, the availability of this modern edition 
provides a useful comparison work for the ongoing musicological evaluation of Süssmayr’s 
completion of the Mozart Requiem.  
It is hoped that performance of this edition will contribute in some way to a 
reconsideration of Süssmayr’s place in Western musical history, a place that has been 
unnecessarily denied him based on the opinions of a few regarding the perceived success of 
his completion of Mozart’s Requiem – opinions that I have demonstrated are sometimes 
                                                
208 Ibid., 295. 
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unfounded. Beyond its considerable historical and musicological value, Süssmayr’s score 
pulses with life and drama, and is worthy of a renewed performance life that will enrich the 
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Ha! Wir ringen um die Ehre
Einzig unbesiegt zu sein;
    Soli: Brüder, die wir sollten hassen,
    Haben muthlos uns verlassen,
    Und wir stehn im Streit allein.
Um so grosser ist die Ehre,
Einzig unbesiegt zu sein!
Volk: Um so grosser ist die Ehre,
Einzig unbesiegt zu sein!
Verse 5
Unsern Glauben, unsern Kaiser,
Das Gesetz, das Vaterland,
    Soli: Haab und Gut, was wir besitzen,
    Wollen wir vereint beschützen
    Mit den Waffen in der Hand.
Auf, für Gott, für unsern Kaiser,
Fürs Gesetz furs Vaterland!
Volk: Auf, für Gott, für unsern Kaiser,
Fürs Gesetz furs Vaterland!
Verse 6
O! wer könte länger weilen,
Auszuziehen an den Rhein,
    Soli: Zu dem Helden Karl zu eilen,
    Die Gefahr mit Ihm zu theilen:
    Zeuge Seines Ruhms zu sein?
Karl! Du Held im Kampf! Wir eilen
Zeugen deines Ruhms zu sein!
Volk: Karl! Du Held im Kampf! 
Wir eilen Zeugen deines Ruhms zu sein!
Verse 7
Unser Kaiser Franz soll Leben!
Biedermann und deutsch ist Er!
    Soli: Unser Heil ist sein Bestreben;
    Hermanns hoher Geist wird schweben
    Waltend um den Cäsar her;
Unser Kaiser Franz soll Leben!
Biedermann und deutsch ist Er!
Volk: Unser Kaiser Franz soll Leben!
Biedermann und deutsch ist Er!
Verse 8
Gott! hilf, daß in fernen Jahren;
Er noch unser Vater sei;
    Daß er muthig in Gefahren
    Sich mit Seinen Heldenschaaren
    Stets dem Vaterlande weih',
Und in Kindeskinder Jahren
Muster aller Kaiser sei!
Volk: Und in Kindeskinder Jahren
Muster aller Kaiser sei!
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Beilage Recitative. Es bleibt dabei!
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Ha! Wir ringen um die Ehre
Einzig unbesiegt zu sein;
    Soli: Brüder, die wir sollten hassen,
    Haben muthlos uns verlassen,
    Und wir stehn im Streit allein.
Um so grosser ist die Ehre,
Einzig unbesiegt zu sein!
Volk: Um so grosser ist die Ehre,
Einzig unbesiegt zu sein!
Verse 5
Unsern Glauben, unsern Kaiser,
Das Gesetz, das Vaterland,
    Soli: Haab und Gut, was wir besitzen,
    Wollen wir vereint beschützen
    Mit den Waffen in der Hand.
Auf, für Gott, für unsern Kaiser,
Fürs Gesetz furs Vaterland!
Volk: Auf, für Gott, für unsern Kaiser,
Fürs Gesetz furs Vaterland!
Verse 6
O! wer könte länger weilen,
Auszuziehen an den Rhein,
    Soli: Zu dem Helden Karl zu eilen,
    Die Gefahr mit Ihm zu theilen:
    Zeuge Seines Ruhms zu sein?
Karl! Du Held im Kampf! Wir eilen
Zeugen deines Ruhms zu sein!
Volk: Karl! Du Held im Kampf! 
Wir eilen Zeugen deines Ruhms zu sein!
Verse 7
Unser Kaiser Franz soll Leben!
Biedermann und deutsch ist Er!
    Soli: Unser Heil ist sein Bestreben;
    Hermanns hoher Geist wird schweben
    Waltend um den Cäsar her;
Unser Kaiser Franz soll Leben!
Biedermann und deutsch ist Er!
Volk: Unser Kaiser Franz soll Leben!
Biedermann und deutsch ist Er!
Verse 8
Gott! hilf, daß in fernen Jahren;
Er noch unser Vater sei;
    Daß er muthig in Gefahren
    Sich mit Seinen Heldenschaaren
    Stets dem Vaterlande weih',
Und in Kindeskinder Jahren
Muster aller Kaiser sei!
Volk: Und in Kindeskinder Jahren




APPENDIX B: LIBRETTO TRANSLATION 
 
 This translation is not intended to be sung, but to communicate the general meaning 
of each movement. The Beilage recitative and aria are appended. 
 
Page 1 




Set to Music 
by 
F. X. Süssmayer. 
For the Good of  
The Vienna Volunteers 
Performed in the large Redoutensaal 
1796. 
Vienna. 






The cause and origin of this cantata is already known to the audience from the Wiener 
Zeitung. The author did not wish to stand out as a writer, he wanted to be useful as a 
citizen: this is the viewpoint from which he wishes to be judged. 
 
Page 3 
(Sing between the 5th and the 6th verse of the final chorus:) 
Oh! who could stay here any longer, 
To take off for the river Rhine, 
To rush to the hero Karl! 
The danger to share with him: 
And witness his glory? 
Karl! You hero in battle! we rush to be witnesses of your glory! 
 
Page 4 
Chorus of Oppressed People [No. 1] 
Woe! Woe! Woe! 
The enemy is rushing in on us like a raging torrent!  
Danger is coming at us from all sides! 
Oh, difficult, tragic times!  
Our enemies have held Europe hostage for almost two hundred years,  
Battling us with trinkets, loose morals, and now with weapons; 
 321 
They always fought us in vain.  
These people are fighting us now, and are winning!  
They will soon have us in chains!  
Heaven help us! It is hopeless! 
Page 5 
The Genius of the Fatherland  
Recitative. [No. 2] 
Despairing! Stop! 
You are numb with fear and terror; 
Listen! I will raise your courage, 
And it will be your savior. 
Who is the enemy before whom you tremble, 
Who has shaken your self-confidence? 
It is a nation that insolently mocks every virtue; 
A people who disowned their God – who will rob Christians 
Of their faith as well as their belongings; 
The good king was stripped of his throne and, in contempt of the Lord, 
Who wields the sword of vengeful justice over his head, 
Was robbed of his life! 
A nation that preaches freedom,  
Yet oppresses defeated people with slavery! 
And this wild vice-filled brood  
Paralyzes the courage of a brave people? 
 322 
Smitten people! Be wise; 
Trust in God and your Kaiser! 
 
Page 6 
Aria. [No. 3] 
To arms, brothers! Be warriors  
Worthy of the Fatherland, 
And believe that you will return  
From the fight as conquerors! 
If you wish to live in peace,  
Then you must force your enemy to give you peace! 
Stand shoulder to shoulder in the fight! 
The enemy has triumphed  
Only because of the size of his armies. 
Let our warriors increase, 
Until the enemy grovels before us. 
Do you want your wives and children  
To fall prey to the enemy? 
Do you want to let him plunder? 
Shall I believe it? No! 
 
Page 7 – A Young Man  
Recitative. [No. 4] 
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What is happening to me? What fire 
Flows through my bones? 
Courage comes over me; 
I thirst after the enemies’ blood, 
And want to be in the thick of the fight! 
Beloved brothers of the Fatherland! 
Come, follow my example: 
Assemble yourselves with me in rank and file members, 
And strike down the enemy with me; 
Come, come! We avenge Germany’s shame. 
Aria [No. 5] 
Everyone must now fight for his country. 
Any man who avoids this service is not a true citizen. 
Nature calls on us to fight for our women and children. 
Our own resolve must silence our enemy’s rage. 
Page 8 [No. 5, continued] 
God will protect our good cause against a brazen enemy,  
He will not escape: victory will be our reward. 
(To the Volk:) Will you let the enemy enslave you? 
(Volk:) No! Surely, no! 
Alright then! We will defeat him and remain happy and free! 
We will fight courageously like no other people has ever fought. 
We will fight until we conquer the foe, and he grovels before us! 
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(Volk:) We will fight courageously  
Like no other people has ever fought. 
We will fight until we conquer the foe,  
And he grovels before us! 
Page 9 
A German [Woman]  
Recitative. [No. 6] 
Triumph! I see your enthusiasm! 
The love for the Fatherland has stirred your souls: 
You are inflamed by your sense of honor. 
The shadows of your heroic ancestors 
Hover blissfully, smiling at you; 
Their whisperings will always remind you: 
Be worthy sons of Austria. 
Aria [No. 7] 
The dear remembrance 
Of your heroes, fathers 
Who once shed their blood 
Will not be ashamed of you; 
You will win the full blessing of peace; 
We will rejoice, 




The Genius  
Recitative. [No. 8] 
Genius: You honest, brave nations  
Who live on in the vast imperial heritage! 
On! Guard your property,  
And safeguard your ancient glory. 
The German Woman: Austrians have always been a warrior band  
With great courage  
in the battle of the rescuers in danger;  
Country Girl: And this courage inspires them today. 
Trio [No. 9] 
Genius: That your name will resound  
With honor in the heroic host, 
Let this be your purpose and goal:  
Country Girl:  Don’t be afraid of defeat;  
Page 11 [No. 9 continued] 
Think of the peace that will rule  
After the storm of war. 
German Woman: The honor of your ancestors,  
The fame of the Austrian flag, 
The happiness of the people  
Is based solely on you. 
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All three: The fruit of the effort that gives us peace,  
In falling and in rising, Austria thanks you. 
 
Page 12 
The Second Young Man  
Recitative [No. 10] 
My destiny is calling! Although I have 
A dear wife and small children; 
But I do not love my country less: 
It is menaced with danger. 
So I tear myself from her arms 
In order to go into battle for them; 
And should they not see me again,  
My Kaiser will have mercy on them. 
Aria [No. 11] 
Vainly you stretched out  
Your little hands after me; 
In vain is your crying: 
I should – I must – be on my way. 
Beloved of my soul! 
You my children, farewell! 
God, to whom I commend you, 
Calls me to fight. 
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Oh, what a heaven of bliss he has destined us to 
When, after the war, the sun of peace laughs once more. 
Page 13 
The Country Girl 
Recitative. [No. 12] 
The members of the weaker sex 
Are not good at fighting, 
So the glory of great exploits 
Often goes to the men 
Who draw the breath of true courage 
To rescue entire countries. 
Know, maidens, that when you are able 
To do this as well, you will also be called courageous! 
Aria. [No. 13] 
You girls, it is by your gaze 
The men march through fire, 
And your favor is dear for their happiness. 
They will fight well for your Fatherland, 
Due to the charm of your youth, 
With genuine heroic virtue: 
How beautiful is your class! 
Page 14 
The First Young Man 
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Recitative. [No. 14] 
Gather ‘round, then, whoever honors his Fatherland 
And his good Kaiser! 
Come, everyone join hands, 
Look to heaven, and swear 
To the strong federation –  
From the bottom of my heart: 
Final Chorus 
1) May our alliance be firmly bound;  
God of fate, hear us: 
Let us be faithful comrades in arms,  
And fight undauntedly for our homeland’s rest! 
(People:) May this alliance be firmly bound;  
God of fate, hear us! 
Page 15 
2) Cowardice is the greatest shame!  
Death is more honorable! Hurrah!  
In our homeland there is courage in every class: 
That’s why there is no distress. 
Woe to him of any class  
Who doesn’t prefer death! 
(People:) Woe to him of any class  
Who doesn’t prefer death! 
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3) This struggle is for our honor, 
Our happiness, and our property; 
We will resist the enemy and his army; 
This is our pride and fame. 
(People:) We will resist the enemy and his army; 
This is our pride and fame. 
4) Ha! We are fighting for the honor 
Of being the only undefeated ones; 
Brothers, whom we should despise, 
Have deserted us like cowards, 
And we stand alone in the conflict. 
Page 16 
The greater is the honor 
To be the only undefeateed ones! 
(People:) Brothers, whom we should despise, 
Have deserted us like cowards, 
And we stand alone in the conflict. 
5) Our faith, our emperor,  
The law, our homeland, 
Possessions – all we own!  
We will protect united, with weapon in hand. 
Let’s go, for God, for our emperor,  
The law, our homeland! 
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(People:) Let’s go, for God, for our emperor,  
The law, our homeland! 
6) Long live our Emperor Franz!  
An honest man and German he is! 
Our salvation is his endeavor;  
Hermann’s spirit will hover around the Caesar; 
(People:) Long live our Emperor Franz!  
An honest man and German he is! 
Page 17 
7) God! Our helper in ages past, 
He is our father still; 
He consecrates the Fatherland’s heroes in danger, 
And the Kaiser will be the pattern 
For our grandchildren in years to come! 
Beilage Recitative 
It remains! I’m going to war!  
And even if I should give my life as a sacrifice for the state,  
So still I fall as a hero. 
If I come back, even if wounded, I have found honor and fame. 
Because a paralyzed arm in wraps will gain me thanks  
From the Fatherland. 
Beilage Aria 
 Great is the man who can show that he fought for the Fatherland. 
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 He has woven himself a wreath that will never wilt away from him. 
 Thus, brothers, fresh to fight!  
Already the powder smoke rises, already the canon thunder! 
March, march, march; the bayonet falls and slays the enemies’ legions. 
Hear the trumpet’s call, the fall of the enemy’s hooves, the earth shakes. 
Now flashes the sword.  
Pardon! Pardon! You hear them scream. See how they tremble and flee! 
Thus, brothers, fresh to fight!  
Already the powder smoke rises, already the canon thunder! 










APPENDIX C: EDITORIAL LOG 
Key: pb. = part book; ms. = manuscript score; pv. = published piano-vocal score;  
lib. = published libretto 
 
No. 1: Chorus. Weh! Gleich einem waldstrom stürmt 
m. 3: Vln. 2, added stacc. to match Vln. 1. 
m. 7: Vln. 2, added stacc. to match Vln. 1. 
m. 10-12: Vla., stacc. added editorially to match Vln. articulation. 
m. 13: Vln. 1, stacatto in ms. do not appear in pb. 
m. 15, etc.: Vla. and C/B, stacc. added editorially to match established articulation 
pattern. 
m. 18: Vln. 1, added sharp that is implied by the harmony. 
m. 22-25: Vln. 2, Vla., stacc. added editorially to match established articulation pattern. 
m. 26: Vln. 1, Vln. 2, ms. indicates full measure phrasing, but measure not fully notated; 
pb. indicates beat phrasing (groups of four sixteenths) in measures fully notated.  
m. 42, 47: Fl., ms. and pb. ambiguously indicate full measure phrasing; editorial 
decision to maintain phrasing pattern established in strings. 
m. 56-57: Vln. 1, Vln. 2, added courtesy accidentals implied by the harmony but not 
appearing ms. or pb. 
m. 58-59: Strings, added cues as they appear in Vln. 1 pb. 
m. 100: Vln. 1 neither ms. nor pb. indicate phrasing; matched established pattern. 
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_____: Vla., ms. and pb. ambiguously indicate full measure phrasing; editorial decision 
to maintain previously established phrasing pattern. 
_____: C/B, "ff" in pb. changed to "f" to match other string dynamics. 
m. 104: Vln. 1, neither ms. nor pb. indicate phrasing; matched established pattern. 
m. 115: Vln. 1, added natural that is implied by the harmony. 
m. 117: Vln. 1 and 2, “p” assumed editorially based on established pattern; Does not 
appear in ms. or pb. 
m. 120: Vln. 1 and 2, “f” assumed editorially based on established pattern; Does not 
appear in ms. or pb. 
m. 121: Vln. 1 and 2, “p” assumed editorially based on established pattern; Does not 
appear in ms. or pb. 
m. 124: Vln. 2, “f” assumed editorially based on established pattern; Does not appear in 
ms. or pb. 
m. 125: Vln. 2, “p” assumed editorially based on established pattern; Does not appear in 
ms. or pb. 
m. 133-4: Mil. Dr., removed tie on roll, updating notation. Added "[roll]" to clearly 
differentiate from metered strokes; pb. shows tremolo line. 
m. 135: Vln. 2, stacc. added to match Vln. 1. 
m. 137-139: Vla, added stacc. to match Vln. 1 articulation. 
m. 137, 141, 145: C/B, phrasing added editorially to match other string parts. 
m. 139: Vln. 2, stacc. added to match Vln. 1. 
m. 142-144, 146-148: Stacc. Added editorially to match established pattern. 
m. 156-157: Vln. 2, Vla., C/B, stacc. added to match Vln. 1. 
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m. 158-9: Mil. Dr., removed tie on roll. 
m. 162-3: Mil. Dr., removed tie on roll. 
m. 163: Vln. 1, Vln. 2, Vla., added stacc. on beat 3 to maintain established pattern. 
m. 166-167, 170-171: Mil. Dr., removed tie on roll. 
m. 174: Vla, decresc. inserted to match Vln. 1 
m. 175-182: Vla, phrasing added to match Vln. 1. 
m. 218: Gassmann pb. is marked “Tutti” in copyist’s hand; ms has no indication; pv. 
indicates only “f” with no indication of forces used. 
m. 228: Vla, stacc. added to match Vln. 1. 
m. 233: Vln. 2, Vla., replaced "f" with "sf" to match Vln. 1.  
m. 241: Gassmann pb. marked “soli;” ms marked “Chor 1;” pv. Indicates “p” with no 
indication of forces used. 
m. 244-54: Mil. Dr., removed tie on roll. 
m. 244: Ms. shows Chor 2 entering on beat 3, under Chor 1; pv. does not indicate. 
m. 254-255: Vla, stacc. added to match Vln. 1. 
m  259, 261: Vln. 2, phrasing added to maintain established pattern. 
m. 260: Fl inserted "f" to match strings and other winds. 
m. 262-265: Vla., phrasing inserted to match Vln. 1. 
m. 262-5: Mil. Dr., removed ties and tremolo; replaced with roll indication. 
m. 266: Vln. 1, 2 and Vla., inserted "f" to match winds. 
_____: C/B, changed "sf" to "f" to match other strings (and winds). 
m. 267-9: Mil. Dr., removed ties and tremolo; replaced with roll indication. 
m. 269: Vla, “sf” substituted (pb. shows "f") to match Vln. 1. 
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m. 274: Vln. 1, inserted "f" to match winds. 
m. 278: Vln. 2, ms. part shows stacc. on beats two and three, under slur; removed stacc. 
to match Vla. and C/B. 
_____: Bsn,, added stacc. to match m. 282. 
m. 281: added “p” to choral parts to match orchestral dynamics. 
m. 282: C/B, altered phrasing to match Vla. and Vln. 2 (pb. shows three quarter notes 
slurred w/ no stacc.). 
m. 284: Vla., added “p” to match Vln. 1. 
m. 293-4: Timp., ms. part shows a metered (16th) pattern and the tremolo (roll) sign 
written in pencil (performer?); opted for roll. 
No. 2: Recitative. Versagte! Hatlet ein! 
Throughout: Combined Ob. 1 and 2 on one staff, to match score layout of No. 1. 
Throughout: Combined Bsn. 1 and 2 on one staff, to match score layout of No. 1. 
Throughout: Vln. 1, added phrasing to continue the pattern established in mm. 1-2. 
Throughout: Vln. 2, added phrasing consistent with the pattern established in Vln. 1. 
m. 21: Bsn., added stacc. to match Ob. 
m. 35: Bsn., added slur to match established Vln. pattern. 
m. 60-1: Bsn., added ties to match Ob. 
No. 3: Aria. Umsonst Strekt Ihr, ihr Kleinen 
NOTE: The Fl. 2 pb. is marked “Tacet” on this movement. However, the Fl. 1 pb. 
includes “solo” markings, which implies “tutti.” This may be evidence of a dividing of 
forces, although the lack of extant pbs. from the “Choir II” orchestra makes conclusions 
conjectural. 
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m. 22: C/B added “p” to match other strings. 
m. 23-28: Vln. 1 & 2, added phrasing consistent with the pattern established in m. 22, 
Vln. 1. 
m. 48: Vln. 2, added slur to match Vln. 1. 
m. 77: “der Feinde” appears in lib.; “des Feindes” appears in pv., pb. and ms. 
m. 82: Vln. 1, added staccato to match Vln. 2. 
m. 85-91: Genius, phrase marking appears in pb. 
m. 92: Vln. 1, Vla. and CB, added phrasing and/or articulation to match Vln. 2. 
m. 93: Ob., added “f” to match other winds. 
m. 100: Bsn., added “f” to match other winds. 
m. 109: Ob., pb. shows dotted rhythm on beat 4; ms. does not. Opted to match Fl and 
Ehn. 
m. 110: Ob., add (sf) to match other winds. 
No. 4: Recitative. Wie wird mir? 
m. 2, 4, 6: Vln. 1, Vln. 2, C/B, added “f” to match Vla pb. 
m. 11: C/B pb. shows a pencil “f.” 
m. 15: Vln. 2, pitch conflict on beat 2, replaced ms. “a” with pb. “c.” 
m. 18: C/B pb. shows a pencil “f.” 
No. 5: Aria with T/B Chorus. Fürs Vaterland zu straiten 
The tempo mark in the Vln. 1 pb. was initially Allegretto, but this is marked out (pencil) 
and replaced with Andante. No tempo marking appears in the ms., and pv. is marked 
Andante. 
m. 2: Ob., Clar., Hn., No source included the phrase markings that appear in m. 6, so 
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they have not been inserted here. 
m. 3: C/B dynamic added to match Vla. 
m. 6: Ob., Clar., added phrase marking to match Horns. 
m. 58: Vln. 2, added “sfz” to match Vln. 1. 
m. 69: Vln. 2, added staccato to match Vln. 1. 
m. 89-99 (Optional Ending 1) are missing from the C/B pb. Dynamics for these bars are 
added from the Vla. and Bsn. pbs. 
m. 89-97 (Optional Ending 2) were reconstructed from the pbs., but were not present in 
the ms. 
No. 6: Recitative. Triumph! Ich sehe euch begeistert 
m. 1: Tempo marking was altered from “Allegro moderato” to “Allegro” in the Vln. 1 
pb. “Allegro moderato” was left intact in the Vln. 2 pb., and the other strings did not 
have any tempo marking. 
m. 4: added staccato in Vla. to match C/B. 
m. 14: “die Schatten eurer” appears in lib. and pv.; “die Geister eurer” appears in ms. 
Note: Only the first 4 mm. are included in the Bass pb. 
No. 7: Aria. Das theure Angedenken 
m. 13: String pbs. show “sfp”; ms. shows “fp”. 
m. 73: Inserted “Optional Cut” to reflect all pbs. 
m. 126: Vln. 1 phrasing changed from full-measure to 3+4 to match ms. and Vln. 2 pb. 
No. 8: Recitative. Ihr biedre tapsre Natsionen 
m. 1: Vla. pb. written “e”, ms. written “c”; opted for “e” because Vla. doubles Bass 
throughout, and “e” provides common tone with final cadence of the preceding aria. 
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m. 15: pbs. have fermatas written in pencil. 
No. 9: Trio. Das eures Namens Ehre 
No discrepancies. 
No. 10: Recitative. Auch mein Verhängnis ruft! 
m. 4: Vln. 1, Vln. 2, added tenuto marking to match Vla., CB pbs. 
No. 11: Aria. Umsonst Strekt Ihr, ihr Kleinen 
m. 161: in vocal line, pv. shows dotted-half + quarter; ms. shows double-dotted-half + 
eighth. 
No. 12: Recitative. Wenn gleich das Schwächliche Geschlecht 
No discrepancies. 
No. 13: Aria. Ihr Mädchen setz durch euren Blick 
m. 19: in vocal line, pv. begins phrase on beat one; ms. and pb. show pencil marking 
changing start of phrase to an eighth-note pickup at the end of m. 18. 
m. 39: in vocal line, used rhythm found in ms., versus pv.  
m. 72: in vocal line, ms. and pb. place “Ihr” on the last note of m. 72 (pencil change); 
pv. places “Ihr” on m. 73, beat 1. 
m. 74: in vocal line, ms. and pb. place “die” on the last note of m. 74 (pencil change); 
pv. places it on m. 75, beat 1. 
No. 14: Recitative. Herbei dann 
No discrepancies. 
No. 15: Schlusschor 
m. 1: Fl., Ob., Cl., Bsn., Trpt., added “f” to match Hn pb. 
m. 7: Strings, added “f” to match prevailing dynamic. 
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m. 9: Fl., Ob., Cl., added “sf” to match Hn pb. 
m. 23: vs. 1, “dieser” changed to “unser” to match pb.  
m. 24: pv. And ms. show “c” on last two notes of tenor; changed to “e” to match 
Schultz pb. 
Beilage Aria 
m. 20: Vln. 2, added staccato to continue established pattern. 
m. 31: Bsn., Hns., Trpts., changed beat 1 eighth note to a quarter to match other winds. 
m. 35: C/B, added phrase and staccato to match Vla. pb. 
mm. 35-40: all Trpts., changed “fz” to “rf” to match similar parts. 
_____: Timp., changed “ff” to “rf” to match similar parts. 
m. 51: C/B, changed “fp” to “rf” to match viola pb. 
m. 55: Clar., added staccato to match Fl. and Ob. pb. 
mm. 57-60: Fl., Ob., changed “f” to “rf” to match other winds. 
m. 60: Hn. 2  & 4, added dynamics to match other winds. 
_____: Timp., added “f” for consistency with the rest of the orchestra. 
m. 76: C/B, added “rf” to match Vla. pb. 
m. 92: C/B, change “sf” to “rf” to match Vla. pb. 
m. 119: Vlns., added “fp” to match Vla. pb. 
 
 

































































The Christ Church Choir, with Chamber Orchestra 
 
Sunday, April 4, 2010  •  6:00 p.m. 
 




Two Elegiac Melodies, Op. 34 .............................................. Edvard Grieg 
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Let Their Celestial Concerts All Unite (from “Samson) ........ G. F. Handel 
 (1685-1759) 
 
Sure On This Shining Night, Op. 13, No. 3 ......................... Samuel Barber 
 (1910-1981) 
 
Trinklied, D. 267 ................................................................. Franz Schubert 
 (1797-1828) 
 
Die Nacht, Op. 17, No. 4 .................................................... Franz Schubert 
 
Brothers, Sing On! ................................................................. Edvard Grieg 
 (1843-1907) 
 
Ritmo ..................................................................................... Dan Davison 
 
Twilight (manuscript) ............................................................ Peter Fischer 
 (b. 1956) 
 
Three Psalms (manuscript) ...................................................... Chris Arrell 
  (b. 1970) 
 I.  Psalm 131 
 II.  Psalm 43 
 III. Psalm 117 
 







My Shepherd Will Supply My Need ............................... arr. Mac Wilberg 
   (b. 1955) 
 
Nò, di voi non vo’ fidarmi, HWV 189 .................................... G. F. Handel 
 
Quel fior che all’alba ride, HWV 192 ..................................... G. F. Handel 
 
She Weeps Over Rahoon ...................................................... Eric Whitacre 
   (b. 1970) 
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This Little Babe (from “Ceremony of Carols”) ............... Benjamin Britten 
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Lo, How A Rose E’er Blooming ................ Praetorius, arr. Roger Wagner 
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While Shepherds Watched their Flocks .......... CHRISTMAS, arr. Nabholz 
 
Sweet was the Song .......................................................... Chris Humphrey 
 (b. 1950) 
 
He Is Born, the Divine Christ Child .............. arr. Donna Gartman Schultz  
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Joy to the World! ................................................ ANTIOCH, arr. Nabholz 
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